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Preface 


few years ago, in the beginning of 1970s, Kapila Vatsyayan, the 

well-known scholar, was delivering the Artaballava Mohanty 

Memorial Lecture in Bhubaneswar under the aegis of Orissa 
Sahitya Academy. Although a question-answer session normally does 
not follow such memorial lectures, an enthusiastic young man in the 
audience, stood up and asked Dr Vatsyayan the obvious question. “Where 
was the poet Jayadeva born?" The learned speaker, widely acclaimed as 
an expert on the study of the Gitagovinda, promptly shot back, “Must be 
in a sleeper coach of a train in which his parents were travelling from Puri 
to Howrah.” The entire audience burst into laughter and the interrogator 
felt humiliated. The then Chief Minister of Orissa, Janaki Ballav Patnaik 
was the chief guest and my role was to project slides through my 
carusal projector. 

To me Dr Vatsyayan’s answer, though a sarcastic response to a 
petulant question, revealed something the young man wanted to hear 
from her. Take the answer as a joke. The train which started from Puri 
and reached Howrah fell short of Kolkata; Burdwan lay still far away. She 
did not admit candidly that Jayadeva was born in Odisha but she almost 
said so. 

The skirmishes that followed between the scholars of two 
neighbouring states on Jayadeva’s birthplace revolved round a 
political issue concerning the building of modern Bengali and 
Odia identities. Gaganendra Nath Dash, in a well-researched 
article! advances three basic reasons and explains the controversies 
regarding Odisha’s claims relating to Jayadeva and the Gitagovinda 
to Odisha. His main argument is that Jayadeva was a saint or a saint- 


1 Gaganendra Nath Dash, “Gitagovinda Traditions: A Medieval Debate and 
Its Impact on Modern Oriya Identity’, in Text and Context in the History. 
Literature and Religion of Orissa, Ed. Angelina Malinar, Johannes Beltz and 
Heiko Frese, pp.342-3%414. 
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poet who dedicated the Gitagovinda to Lord Jagannatha of Puri as 
his devotee. The second argument is based on traditional accounts 
which sought to establish that Lord Jagannatha was very fond of 
listening to the songs of the Gitagovinda. The third argument centres 
on the controversy over the singing of the Gitagovinda/Abhinava- 
Gitagotvinda in the Jagannatha Temple which was undermined by 


© the traditional accounts contained in Bhaktamadald written in Sanskrit, 
Below: Brochure l # ui Mi 4 

andACES Dai Bengali and Marathi and Ddardhyatda Bhakti in Odia. At least, for the 
Corer issued on last four hundred years there were concentrated efforts from several 
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quarters to claim, Jayadeva and the Gitagovinda for Puri, Jagannatha 
and finally for Odisha. Gaganendra Nath Dash, uses Benedict 


been subverted Anderson's famous expression, ‘the imagined community’ to explain 
pat ye the interaction of certain forces and counter forces. We would like to 
Jayadeva. honour the imagined Odia community and its sustained effort to gather 


possible and probable evidences, for I 


would like to believe that, in advancing 
arguments and counter arguments, the 
person or the imagined community which 
satisfies present practices and traditions 
ultimately wins. 
This compendium is all about the 
Odishan tradition concerning Jayadeva 
AT Wi I iB: ; and the Gitagovinda. The wealth of 
: pe 4H 5 rat material brought to light and included 
Me =: ର mel ol iN this book would appear to leave no 
| scope for misrepresenting the birthplace 
of Jayadeva. For the last two decades 
we do not hear the voices of dissent, but 
one cannot apparently treat the matter as 
closed, for the mindset is presumably not 
dead. It bared its ugly fangs when the 
Department of Posts. Government of India 
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published the stamps and the first-day cover on the 
Gitagovinda in 2009. The citations as well as the visuals 
had no cultural focus. But this was probably due more 
to ignorance than intentional mischief. I wanted to 
bring in the issue, because it obscured a holistic view 
of the Gitagovinda and projected it in a poor light. 

But I am confident that these issues will not 
deter the readers from appreciating the beauty of the 
Gitagovinda. My editorial colleague Bijaya Kumar 
Rath and I consider compiling and editing such a 
volume in collaboration with the renowned scholars 
as our prime duty. We would like various dimensions 
of the poem and the poet to receive the attention 
they deserve. 

On an individual level, I am involved in 
reinventing the traditional art motifs of the Gitagovinda, specifically 
those depicted on the folios of illustrated palmleaf manuscripts in 
terms of their contemporary interpretation. I have held solo exhibitions 
of my Gitagovinda paintings in the British Council Gallery and India 
International Centre Gallery at New Delhi. These paintings inspired 
by the Gitagovinda have travelled outside India, to Paris, New York 
and Kuala Lumpur. 1 am not sure whether paintings in this generation 
still form part of Odishan pictorial tradition unless one speaks of 
the tradition of the modern. These reinvented images show that the 
visual imagery of the Gitagovinda have the potency even to stimulate 
modern minds engaged in a creative journey to realise the beauty of 
the poem. Examples of this are the paintings of the Lotus Pond depicted 
below. The lotus has a symbolic value here: the cosmic process and the 
natural process of bees gathering honey (with all its erotic associations) 
occur ‘at one place’. In the lotus, the cosmic process is made natural and 
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the natural process is given cosmic significance through the 
lotus as a symbol. [See also “The lotus” in Sacred and Profane 
Dimensions of Love in Indian Traditions as Exemplified in the 
Gitagovinda of Jayadeva, pp. 177-197.) 

On an institutional level, I have tried to integrate the three 
basic facets of the poem i.e. the literary, the visual and the 
performing. When I was the President of the Orissa Lalit Kala 
Academy, 1 was able to involve the Sahitya and the Sangita 
Nataka Academy in my scheme. We held an art exhibition, a 
performance and a seminar and it was realised that the poem 
does not limit itself to poetic and intellectual stimulations but 
its value as a source of creative enjoyment was much greater. 
Unfortunately, my successors and colleagues in the academies gave up 
the integrated approach, thereby undermining its long-term efficacy. 

Ofthevarious Gitagorindarelated cultural identities Odisha possesses, 
three facets stand out distinctly. These are: Jagannatha, Jayadeva and the 
temple of Konarka. These three are so well-integrated with the land and 
its psyche that together they promote a distinct cultural and clevotional 
tradition of human values, aesthetics and erotic beauty. The greatness 
about Jagannatha tradition is its mystery and the power to assimilate and 
evolve. As a concept, it functions on a popular level defying iconisation 
and classification. The concept of Jagannatha allows people to project 
their own ideas (as Jayadeva did in his poem) which are finally subsumed 
and returned to society as a novel idea. The Gitagovinda or the song of 
Govinda, the cowherd god Krsna, was initially sung for Lord Jaganndtha 
in the temple at Puri by the poet and his spouse. The paraphernalia, that 
grew around its ritualistic application, remained wrapped in mystery. 
Jayadeva, as a name, is quite significant and he shares with Krsna a similar 
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identity and in the process he develops his special relation to Krsna. “The 
role of Krsna's cowherdess consort Radha in the Gitagovinda derives 
its cosmic significance from the context of recurrent references to Sn. 
Jayadeva’s use of the epithet Jagadisa, ‘Lord of the world’, for Krsna in the 
first song is too similar to Jagannatha to be accidental—the Gitagovinda 
may well have taken shape in the richly syncretic environment in Puri 
in the 12th century” [K.C. Mishra. The Cult of Jagannatha’ and Barbara 
Stoller Miller,*. “Stoller Miller's observation that ‘Radha is neither the wife 
of Krsna nor a worshipping rustic playmate. She is an intense, solitary. 
proud female who complements and reflects the mood of Krsna's passion. 
She is Krsna’s partner in a secret and exclusive love, contrasted in the 
poem with circular rdésa dance’ is more than justified.” 

The role of erotic energy in the Gitagovinda, its sexual passion 
Catibhdava), antithetical modes of ‘separation’ (wvipralambha sSmgdara) 
and ‘consummation’ (sambhoga Sriigara) bring in an interplay of 
modes and result in aesthetic joy. This mysterious ramification in poetic 
sentiments brings the poetry to an intimate closeness of Jagannitha who 
is primordial and sensuous. 

The temple of Konirka which symbolises the life energy of the 
individual and the world stands for passion which is made palpable 


2 KC. Mishra, The Cult of Jagannatha, p. 53. 


3 Barbara Stoller Miller, pp.3-7. For a review of the accounts of Ramanuja’s lite. MAM 
see Dasgupta, History of Indian Philosophy, Vol. 3, pp.100-5. Jatrnipata. 


Nankhandbh 
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through sensuous and graceful description of movements and physical 
forms. Both the Gitagovinda and the temple of Konarka as sensuous 
poems in words and stone at one level stimulate wanton desire and when 
the perceptual experience of sensuousness is restrained, it results in an 
aesthetic and devotional experience. 

Jagannatha's dark, elemental and mysterious form arouses erotic 
devotion which when filtered through passionate emotion becomes 
poetry and when it flourishes exuberantly results in the beauty of 
the plastic form. There, these distinguished identities have the same 
verve, same vision and same mood as well as the same implications in 
life and culture which no one could deny with any amount of ambition 
and reasoning. 

Out of the two different interpretations of the inscription on the wall 
of the Lingraja Temple in Bhubaneswar issued during the reign of Ganga 
monarch Raghava Deva (1156-70) and its earlier date notwithstanding, 
we are tempted to focus on two points; one the town of Kurma Pataka 
and the painting of Kanci Vijaya in the Srikirmam Temple which is 
obviously beyond scope of the inscription. These two would be treated 
as arguments to link them to the cult of Jagannatha, the town of Karma 
Pataka as supplier of dancing women (Mahari) or singing women 


P.\ (bhitara gaunt, Telugu Samprada) to the Puri temple and the Kanci Vijaya 
= Po Painting as the recognition of the link with Lord Jagannatha. These two 
angeet Nalak § ’ , 
barat seemingly far-fetched evidences become for us, points of references to 
New Delhi. uphold Lord Jagannatha with His linkages to the Gitagovinda (singing) in 
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our understanding of the working of the poem and rejecting its relations 
with the court of Laksmana Sena of Bengal. Here, in this corollary, the 
songs, dance and the painting become the face of the Gitagovinda and 
an extension of the interpretation of the Lingaraja inscription. In the 
Indian cultural context, memory and myth are two significant rallying 
points to frame a new socio-cultural history. Therefore, the information 
contained in the Lingaraja inscription is vague and leaves room for 
various interpretations. This inscription raises several other questions 
which have remained unanswered. Who was Medama Dev? Was she not 
a leader of gudisdani, who wanted to please Kirtivasa before reaching her 
final destination Puri? Was she carrying the lamp or got one made locally? 
These questions and their answers are far more important to understand 
the vital link between Srikirmam and Puri as well as the provable link 
of Medama Devi to the poet or his poem. Most probably she sang the 
Gitagovinda and was aware of its being sung in the temple. 
The editors are thankful that Srividya Swami His Holiness 
Mahamedhanandanitha Saraswati, our former colleague in the 
Department of Culture, Government of Odisha, then known as 
Dukhishyama Pattanayak, has so kindly written the introduction and also 
contributed the English translation of the Gitagovinda, both of which 
have enriched our publication immensely. 
The editors express their gratitude to Bikash and Tultul De Niyogi, of 
Niyogi Books, who so kindly took up the responsibility for the publication 
of this book. We also thank Eberhard Fischer, Ramahari Jena, P. C. Dhir, 
Dillip Kumar Tripathy, Japani and O. P. Sud for supplying relevant rT VOaSa. 
photographs. Jatindra K. Nayak, Nityananda Misra and Soubhagya Pathy, mural painting, 
who helped in compilation and editing, deserve warm appreciation. has ଏ 4 
Srikakulam, 
Dinanath Pathy, Alice Boner Institute, Varanasi. Andhra Pradesh 
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dyadeva, the celebrated poet of the Gitagovinda, though born 

and brought up in Odisha, is claimed to be their poet by Bengal 
4 and Mithila. Despite the close and intimate association of the 
poet Jayadeva with Lord Jagannatha and the widespread prevalence of 
the Radha-Madhava cult in the Praci valley, Odisha where Jayadeva'’s 
birthplace, Kenduli, is located, scholars of Bengal have all these years 
tried to claim Jayadeva as belonging to Bengal. 

This introduction provides historical evidence as proof of the claims 
of Odishan Scholars that Jayadeva belongs to Odisha, not Bengal. Of the 
several facts in favour of Odisha, one significant point is the prevalence of 
‘Madhava cult’ in Praci valley. It is this Madhava that appears in Jayadeva's 
poems who sings: 


“ Radhda-Mdadhavayor jayanti yamundkt{e rahah kelayah" 


i.e. Glory to the love-dalliances of Radha and Madhava in solitude on 

the banks of river Yamuna. 
Here the use of ‘Madhava’ replacing ‘Krsna’ is singularly significant since 
‘Ma-dhava'’ indicates the ‘Husband of Laksmi, the goddess of wealth as 
well as the Universal Mother’. Jayadeva wanted Jagannatha to configurate 
in his poem and therefore brought in Madhava (ma+dhava), husband of 
Laksmi. The eternal love play between Radha and Krsna is regionalised 
in the images of Laksmi and Jagannatha. 

The poet could have juxtaposed the word ‘Radha’ with any of the 
synonyms of ‘Krsna’, for example, ‘Radha-Kesavayor jayanti ’ or some such 
expression. But the poet by associating the word ‘Radha’ with ‘Madhava’ has 
elevated the position of ‘Radha’ from the mundane to a heavenly one. Of 
the vaisnavite dcarya, Nimbarka proclaimed Radha (as the female energy) 
and Krsna in divine sport. Madhava images with four hands having conch 
and discus in upper two hands and a flute in lower two hands are found in 
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plenty in the Praci-valley. This Krsna-Visnu form called Madhava was the 
favourite God, who was worshipped by Jayadeva. An image of Krsna-Visnu 
Madhava is on display in the Orissa State Museum. This reminds the viewer 
of the first verse of the Gitagovinda: ‘Radha-Mcdcdhavayor Jayanti’. 

The following views of Odishan scholars in all fairness be taken into 
account by all contestants to arrive at a judicious view of Jayadeva’s place 
of birth. 


1.0. Jayadeva: not a court poet of Laksmana Sena: 
It is said that Sripada Sanatana Goswami saw a stone inscription on the 
threshold of royal court in Navadvipa containing the following sloka: 


“Govardhanasca Sarano Jayadeva Umdapatin / Kavirdjasca 
ratndni parncaite Laksmanasya ca-/”'// ie. Govardhana, Sarna, 
Jayadeva, Umapati and Kavirija were the five jewels in the court 
of Laksmana Sena.® 


lt would certainly seem a concoction to frame a premise, basing on a 
nonexistent inscription of 12th century involving Sanatana Goswami of 
16th century. Sanatana Goswami had never mentioned the existence 
of such an inscription, nor was it available at any point of time, as later 
claimed by scholars with a distinct bias. It would seem an extremely 


1 Harekrspa Mukhopadhyayu, Kavi Jayadeva O° Gitagovinda (Bengali) 1983, p.3. 


2 Suniti Kumar Chatterjee, Jayadeva, Sahitya Akademi, 1973, p.3. 
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erroneous and injudicious act, almost an offence on the part of a 
scholar to fabricate such historical untruth. The imaginary inscription 
mentioned above never seems to have existed primarily because the 
persons mentioned therein were not contemporaries and hence could 
not be mentioned in the same single inscription. 

The above five personalities have heen mentioned together in an 
anustubh Sloka perhaps with the sole intent of trying to prove that they 
were in the court of Lak$mana Sena. But, in the following verse of Jayadeva, 


which lists these five persona, there is no mention of Laksmana Sena: 


“vdcah pallavayatyamdapatidharah, sandarbhasuddhim giram 
Janite jayadeva eva Saranah slaghyo durihadrute/ 
Srngdrottara-sat-prameya-racanair-acaryagovardhanah, 
spardhi kopi na visrutah Srutidharo dhoyt kavih ksmdpatilyv 7” 


(Gitagovinda-1.2) 


Logically, if they were contemporaries and in the same king's court, the 
king’s name should also have been listed by Jayacleva in the verse. Further, 
it should be borne in mind that the five poets mentioned in the above verse 
of the Gitagovinda by Jayacdeva were not necessarily contemporaries. 
Jayadeva has tried to justify his poetic genius and in a comparative strategy 
simply mentioned the other four poets well known in their respective 
fields. Such an attempt has defined his own position in the annals of 
Sanskrit literature, Jayadeva was simply adhering to the tradition that had 
been followed by Govardhana and Bana as well as others in mentioning 


predecessors who had excelled in their respective fields. 


1.1. Govardhana, a court poet of Pravara Sena but not of 
Laksmana Sena: 

Govardhana mentioned by Jayadeva was Acdrya Govardhana, the 
celebrated author of the aArydsaptasati. He nowhere mentioned his 
association with Laksmana Sena. Serta-kida-tilakea mentioned by him 
along with a list of other authors in one of the verses refers to ‘Pravin 
Sena’, the celebmted author of the Setubandhakdoyam. Udayana Acarya, 
the younger brother of Aciarya Govardhana, son of Nilambara Acarya, 
belonged to Odisha. Udayana Acdrya, the great logician and author of 
the Nydyakusumednjali, who went to the temple of Jagannatha ooly to 
find the doors of the Lord shut denying entry, perhaps due to his intense 
argumentative nature, was so enraged that he directed his banter und ire 


against the lord in the following verse: 


( 
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‘Aisvarya-madamatto'si_ mamavajidya varlase, samdgatesu 
bauddhesu madadhina tava sthitilr* ‘Intoxicated by Thy supreme glory 
Thou despisest me upon whom Thy very existence depended when Thou 
was attacked by the Buddhists’ (translation mine). But this ‘Naiyayika 
Udayana™, who flourished in the last quarter of the 10th century belonged 
to Mithila in the present State of Bihar, whereas the Poet Udayana Acarya, 
the author of the two inscriptions in the Sobhanesvara and Meghesvara 
Temples, was a native of Odisha and can definitely be assigned to the last 
quarter of the 12th century. None of the two had any connection with the 
Bhadury Brahmin family of Bengal.° 

Udayana Acarya. the author of the above two inscriptions is 
identical with Udayana, the brother of poet Govardhana, mentioned 
in his Arydsaptasati. Both the brothers came to prominence with the 
help of great Visnu Acarya, who was at first a royal preceptor during 
the reign of Anangabhimadeva-II (1190-1198 ap), but gradually rose to 
the position of commander-cum-minister of Anangabhima IIT (1211- 
1238 an). It seems very likely that Visnu Acarya belonged to the family 
of Udayana.¢ Udayana, unknown to Sridharadisa, the compiler of 
Saduktikarndanmtam had nothing to do with Laksmana Sena of Bengal as 
he lived in Odisha in the courts of wo local chieftains under the Ganga- 
kings Rajaraja-II (1170-1190 ap) and Anangabhima-ll (1190-1198 aD). 
Similarly Govardhana, not a single verse of whose Arydasaptasati is found 
quoted in Sacdwuktikarndmtam of Sridharadasa, did not adorn the court 
of Laksmana Sena and the term sena-kula-tilaka-bhtipati of his work can 
more appropriately be applied to Pravara Sena, who is reputed as author 
of Setubandhakavyam than to Laksmana Sena.’ 


1.2. Sarana’s association with Laksmana Sena - Not 


certain: 
No work of Sarana, mentioned by Jayadeva is available to us. In a verse 
“vevah kupyatu...sevabhir yadi senavamSa-tilakdddasdadanyah Sriyahr’ (S.K. 


Sl. 1640)", Sarana eulogises a Sena-king, whose name is not mentioned. 


3 DN. Shastri, Critique of Indian Realism, Agra, 1964, p.120. 
4 ibid. 


SKN. Mahapatra, “Govardhana Acharya and Udayana Acharya” Orissa 
Historical Research Journal, COHRD, Spl. Vol.82, p.169. 


6 ibid, OHZR/ Spl.Yol.82, p.170. 
7 ibid. 


8 Sridharadasa, Sacduktikarndmrtam, Firma KLM, 1965, ped. 
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In another verse ‘bhrtiksepad gaudalaksmin Jayati...", Sarana indicates a 
king who has excelled the splendour of the king of Gauda, which stands 
as a proof of his not being in the court of Laksmana Sena. 


1.3. Umapatidhara and Dhoyi were in the court of 
Laksmana Sena: 

There is proof in the Deopara inscription of Vijaya Sena that Umapatidhara 
was not only in his court but also in the court of his grandson Laksmana 
Sena, since the interval period between the reign of Vijaya Sena and 
Laksmana Sena was only 21 years (1158-1179 an). As regards Dhoyi, there 
is definite evidence to prove that he was patronised by king Laksmana 


Sena, in whose honour he wrote the Pavanadtitam. 


1.4. Laksmana Sena’s capital in a state of flux: 

There is no contemporary epigraphic or literary evidence to prove that 
Nadiya was ever the capital of either Laksmana Sena or his forefathers 
and successors. Two known grants of Vijaya Sena and Vallala Sena and 
all the five grants of Laksmana Sena dated within the first six years of his 
reign were issued from the royal camp of Vikramapura. Two later grants 
of Laksmana Sena and those of his successors are found to have been 
issued not from Vikramapura but respectively from Dharyagrama and 
Phalgugrama, none of which can be identified.” Tabaqat-i-Nasiri written 
in 1260 after about 60 years of the death of Laksmana Sena (p.555) and 
invasion of Nadiya (p.557) records on hearsay grounds, “Rai Laksmanaiah 
whose seat of government was the seat of Nudiah and who was a very great 
Rai had been on the throne for a period of eighty years". If we accept this 
account to be true, then we must accept the destmuction of Nadiya to be 
true, since it records, “After Mahammad-i-Bakhtyar possessed himself of 
that (Rai Laksmanaiah’s) territory, he left the city in desolation. (p.559). In 
the footnote of the same page it is further written, “Mahammad-i-Bakhtyar 
destroyed Nudliah and leaving it in desolation passed onwards.” 

So it can be said without any fear of contradiction that no trace of the 
palace of Laksmana Sena, destroyed by Muslim army could exist upto 
the time of Sanatana Goswami. Therefore, the theory of witnessing the 
so called controversial inscription on the gate of his palace is a fantasy 
and is not based on historical truth. The story of the discovery of the 


controversial inscription describing the connection of the five poets with 


9 History of Bengal Dacca University, Vol, p.251. 


10 Raverty, Tabacdqat-i-Nasiri Translation, p55. 
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Sridham Navadvipa, originated and was circulated in the post-Caitanya 
period, when Nadiya came to prominence due to the birth of the great 
reformer Caitanya in that holy place." 


2.0. Jayadeva and Jagannatha: 

Gitagovinda is sung in the temple of Jagannatha as a part of daily ritual. 
Jayadeva closely associated with Jagannatha the form of a ‘gou’ or bull 
symbolising Dharma. The bull followed the poet Jayadeva into a garden 
like ‘Koili Vaikiuntha’ of Jagannatha while he was plucking flowers and 
tulasi leaves singing the Gitagovinda. Jayadeva found the impressions 
of eight hoofs marked by the feet of the Dharma-‘gou’ and it moved him 
to such an extent that to immortalise the strange incident, he composed 
songs as Astapadi or eight quatrains. Jayadeva's association with Odisha 
is quite diverse and he occupies a unique position notwithstanding the 
role of other poets in their respective fields. Hence, Jayadeva’s reference 
to four other poets of eminence belonging to different periods does not 
prove his association with the court of Laksmana Sena. 


11 Kedaranath Mahapatra, Descriptive Catalogue of Sanskrit @ 
Manuscript of Orissa, Introduction, pPp.XXxXi-ii, 
Orissa Sahitya Academy, 1960 
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2.1. Jayadeva, a Pandit and Poet devoted to Jagannatha: @ 
Jayacleva was a devotee dedicated to the temple of Jagannitha. He was Temple of 
Y 4 5 be n . a 4 N Jagannatha. Puri. 
delighting in singing the Gitagovinda in a Spiritual fervour before his “© 
beloved God repeating ‘Jaya Jagadisa Hare ‘Let there be victory to Hari, the 
Lord of the world. Jagannatha’. He found pleasure in introducing himself as 
a master conducting the (dancing) steps of Padmavati performing betore 
Jagannatha. He has, therefore. called himself *Padmdavati-carana-carana- 
cakravart? and taken pride in doing so for the pleasure of Jagannatha. He 
was never a court-poet. As a vaisnava-devotee he dedicated himself to 
serve Jagannatha singing the glories of His divine-love. 
How could a devotee dedicated to the cause of singing the glory of 
Radha Krsna love, divert his attention to the royal count for petty benefits. 
monetary gains, or worldly fame? 
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Jayadeva despised serving in the royal court and considered himself 
superior to all who had earned reputation in scholarly debates. He 
therefore, had boldly, said: 


“prakpratyak-prthivibhriah parisadi prakhydta-samkhydavata- 
mahndaydadbhutatarkakarkasatayd vicchidya vidyamadam / 
ye ke pyutkalabhiipate tava sabhdasambhavitah panditah 
pattram Sri-Jayadeva-pandita-kavistanmiidhni vinyasyatt //"* 


Jayadeva was bold enough to declare that he would place his sandals 
on the head of the scholars who through their loyalty and service are 
held in respect by the king of Utkala, because he was a Kavi-Pandita, a 
poet-scholar in the divine coun of Jagannatha, the Lord of the Universe. 
Hence, Jayadeva who had introduced himself as a Kavi-Pandita with 
an air of authority and had taken pride in calling himself a master of 
Pacdlmavati, the danseuse, was a devotee par excellence and was never 
attached to any royal coun. 


3.0. Kendu-bilva on the river Praci in Odisha: 

Jayadeva in the Gitagovinda (Astapadi-3/8) proclaims: 'Kendubilva- 
samucdrasambhava-rohini-ramand'. He was the Moon born of an 
ocean or the great expanse of rivers Praci and Kusabhadra that surround 
Kendubilva or Kenduli-Sasana in Puri district. In the past, Kendubilva 
was a large village but presently it is segmented into three settlements 
namely Kenduli-Sasana (settlement of Brahmana), Kenduli Deuli (seat 
of temples) and Kenduli Patna (settlement of assorted caste people). See 
Revenue one inch map, Sheet No. 73 H. 16). The Kenduli area abounds 
in antiquities which can safely be assigned to the 8th century aD, if not 
earlier. Not far from this village is the famous Triveni-sanmgamea (the 
confluence of the three rivers, viz. Pract, Kusabhadra and Dhanua), where 
a big festival is held every year on the new moon clay or amdvasyd of the 
lunar month of Magha, which is called the Triveni-Amavdasyd. According 
to a tradition Jayadeva used to take his bath here every morning and 


12 Kesava Misra, Alamkarasekhara, Kdavyamald 1926, p.17. Readers 
may note the significance of the word pad-fream meaning sandals 
(pad the feet, ram to protect) that protect the feet. 
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worshipped Triveni-Madhava. There is perhaps no other area in India. 
where so many finely chiselled Visnu images of the pre-Ganga period 
(circa 900-1100 an) can be noticed as one finds in the important villages 
of the Pract valley." 


3.1. Kenduli in Bengal is a modern town: 

The village called ‘Jayadeva-Kenduli’ on the bank of river Ajaya is modern 
and is so named intentionally to associate the village with the birthplace of 
poet Jayadeva. “The village Kenduli in the district of Birbhum completely 
lacks the archaeological significance and devotional environment which 
contributed in moulding the poetic career of Jayadeva. Significantly, 
the biographies of Caitanya do not mention Birbhum'’s Kenduli as the 
birthplace of Jayadeva. Had it been a sacred place, Caitanya, a great 
admirer of the Gitagovinda, must have paid a visit to this place at least 
once during his lifetime. But the contemporary vaisnava literature is 
silent about any such visit." " 

Vanamalidasa's Jayadeva-carita from single paper manuscript of 
sana 1208 or 1801 ab, edited by Atul Krsna Goswami, was published by 
Bangiya Sahitya Parishad, Calcutta in Bengali sana 1312 or 1905 aD. “The 
work is of no historical value. Even the date of Jayadeva has been brought 
down by the poet from the 12th to his own time. when the feudal Raja 
of Burdwan would appear to have been the only big ruler known to 
Vanamalidasa.”!* Hence. it appears that in 17th century during the time 
of Vanamalidasa, perhaps there was another Jayacleva in the court of 
feudal Raja of Burdwan and he was born in Bengal. This Jayadeva of 
17th century Bengal had been confused to be Jayadeva of 12th century 
Odisha and some scholars have mistakenly put Jayadeva (17th century) 
of Burdwan-Raja in the court of Raja Laksmana Sena of 12th century. 


3.2. Jayadeva'’s Kenduli in the hagiological writings: 
Nabhaji, a Ramite of Rajasthan in his Bhakteamaela (written in Vikramu- 
Samvat 1642 or 1585 an) in Hindi. Mahipati of Maharastra in his 


13 K.N. Mahapatra, “New light on Poet Jayadevi, OHR/Spl.Vol., pp. 179-80. 
14 ibid pp. 180-1. 


15 Suniti Kumar Chatterjee, Jayadervead, Sahitya Akademi 1973, p.3. 
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Bhaktavijaya written in Saka 1684 or 1762 ab in Marathi, Krsna Dasa, 
a Vaisnava-poet of Bengal in Bhaktamadla (18th century early part) in 
Bengali and Candradatta of Mithila in his Bhaktamala in Sanskrit have 
declared without ambiguity that Jayadeva was born in Kendubilva of 
Utkala.'* Modern Bengali scholars without bias have accepted Kenduli in 
Odisha as Jayadeva's birthplace.” 


Another important work, the Vaisnava-Lilamita (written in 48th 
regnal year of Prataparudradeva i.e.1535 AD) in Odia by Kavi Madhava 
Pattanayaka mentions that Jayadeva from Kenduli on the bank of river 
Praci came to Puri after the death (i.e. in 1535 aD) of King Gangesvara 
or Codagangadeva, who took possession of Utkala in 1112 aD and died 
in 1147 aD. It is also mentioned that Jayadeva left his mortal coil in 
Jagannatha-Puri before Ganga King Bhimadeva or Anangabhimadeva-III 
(1211-1238 aD) ascended the throne. This king was a great devotee of 
Visnu. It is further mentioned that this Anangabhimadeva built a dancing 
hall (ndtamandira) in front of the sanctum-sanctorum of Jagannatha 
Temple and introduced the dance along with the singing of the 
Gitagovinda, perhaps to commemorate the association of Jayadeva 
and his immortal work the Gitagovinda with Jagannatha. It is said that 


୮] rr 

Priest worshipping 16 Kedaranath Mahapatra, Sri Jayadeva O' Sri Gitagovinda, (Oriya), 1973, 
Madhava in pp.52-68. 

Mcadhavananda 17 Brundavana Ch. Acharya, “Kavi Juyadevanka Janmasthédna O' Sam aya’, in 
Temple. Odisdara Kavi Jayadeva, 1986, Pp.29-36. 


28 


Digitized by srujanika@gmail.com 


Introduction 


without listening to the Gitagovinda, his predecessor Kamarnava (1147- 
1157 aD), on religious grounds,* would not even sip water. It was again 
reintroduced by (Kavi) Narasimhadeva-II (1278-1307 aD) as a temple 
ritual.” In the 15th century Kavicandra Raya Divakara Misra composed 
the Abhinava-Gitagovinda in the name of Gajapati Purusottama Deva 
(1467-1497 ap), who eventually wanted to replace the one by Jayadeva 
in the temple ritual. But it is believed that Jagannatha preferred to listen 
to the Gitagovinda by Jayadeva alone. Again Gajapati Prataparudradeva 
(1497-1534 av) made the dancing in tune with the singing of the 
Gitagovinda by Jayadeva compulsory on the 8th July, 1500 aD. 


4. Ancient Commentators on the Gitagovinda from Odisha: 
A number of commentaries of the Gitagovinda was written by scholars 
belonging to different parts of India. It is quite significant that the first 
commentary Bhdva-vibhcdvint was written by Udayana Acarya, the 
younger brother of Govardhana Acarya of Odisha. Though Udayana 
was quoted in ancient works, we have not been able to get the work 
in print. The next authoritative commentary, the Sarvangasundari by 
Kaviraja Narayanadasa, the great-grandfather of Visvandatha Kavirdaja, the 
author of the Sahitya Darpana belonged to Odisha. It may be noted that 
Odishan commentaries being first in antiquity are the foremost and quite 
dependable in determining the text of the Gitagovinda. 


5. Authentic Text of the Gitagovinda: 

Many interpolations crept into the text of the Gitagovinda when handled 
by different scholars during the last eight hundred years. A definitive text of 
the Gitagovinda on the basis of ancient commentaries was a clesideratum 
in the scholarly world, who often err in quoting an interpolation as the 
original text. Bajari Dasa, an Odia translator of the Gitagovinda in his 
Artha-Govinda not only translated the text in the nine-lettered Bhdagavata- 
metre of Jagannatha Dasa to make it popular, but also took commendable 
steps in the 17th century in determining the definite text of Jayadeva'’s 
Gitagovinda.”® This manuscript was edited by me and was published as 
the first in the ‘Odishan Oriental Text Series’ by Government of Odisha in 
the Department of Culture in 1970 and it ran into 2nd edition in 1999.-! 


18 Jagabandhu Simbu, Prachina Utkala, Orissa Sahitya Akademi, p.5. 
19 Artaballabha Mohanty, Madaldapanji Ed. Utkala University, p.30. 
20... - Journal of Asiatic Society of Bengal, Vol. LXII(1983),pp.960-9”7. 


21 Dukhishyam Pattanayak, Bajari Desa'’s Artha-Govinda Ed. 1970. 
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6. Imitations over popularity of the Gitagovinda: 
Jayadeva wasthe firstand foremost to writea lyrico-dramatic mahcdkavya. 
The music tradition of Utkala worth its name took shape in literature 
and sculpture respectively as the Gitagovinda and Konarka in the 
12th century Odisha. Both stand as testimony to earthly erotic love 
represented in divine garb. After three hundred years of Jayadeva's 
birth in this soil, Ocisha, with the same spirit in its gene again, tried to 
produce the Gitagovinda anew called the Abhinava-Gitagovinda in its 
imitation in Sanskrit. Then the Gitagovinda found its expression in Odia 
language and literature in the 18th century. The KisSora-candrananda- 
camp and thousands of cuatrains called caupadi by Baladeva Ratha 
and paddvalt (lyrical songs) of Gopalakrsna and other writers of 
prema-lilag along with a huge number of metrical kavya of Dinakrsna, 
Abhimanyu and others sang in divinity the human erotic passions as an 
art to educate the mass in the spirit of the Gitagovinda centering round 
Madhava-Jagannatha as a conjointed form of Radha-Krsna. An elaborate 
list of such imitations in literature is given by Kedaranath Mahapatra in 
Odia“* and English**. 

Anthologies have incorporated in their body best specimens 
of literature that were available to them. Saduktikarndamrtam of 


22 Kedaranath Mahapatra, Sri Jayadeva O' Sri Gitagovinda, (Oriya), 1973. 


23 “Influence of $17 Gitagovindea on the Regional Literatures of India”, OHR/ Spl. 
Vol, pp.419-444. 
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Sridharadasa is one such anthology. He has incorporated more than one 
of Jayadeva's $sloka along with others. Twenty-six new verses of different 
styles available to us in the name of Jayadeva belong to poets bearing 
the same name. Even three of the five Sloka said to be found in the 
Gitagovinda are interpolations. In the face of so many variations, it is 
certainly wrong to conclude by saying prima facie that Jayadeva was a 
poet of many styles.** Jayadeva lives in his immortal lyrics and the style 
he has perfected also speaks eloquently of his greatness. The adage 
‘Style is man’ satisfies well in the case of Jayadeva and his work—the 
Gitagovinda. Even the sloka, “mugdhe ndatha....”. (SK-1/60/5) ascribed to 
Jayadeva is also current in the name of one Sankara. Different styles show 
the existence of more than one poet by the name of Jayadeva in different 
times and as such no conclusion can be drawn from the quotations of 
Saduktikarndmrtam that all the poets known as Jayadeva belonged to 
the court of Laksmana Sena. 


7. Jayadeva of Odisha, a universal poet: 

All the hagiological works agree that (i) Jayadeva was born in Kendubilva, 
(ii) married Padmavati under the divine order, (iii) inspired Padmavati 
to dance by singing the Gitagovinda for the pleasure of Jagannatha at 
Purusottama-Puri, (iv) composed the Gitagovinda in Sriksetra Puri also 
known as Purusottama-Puri, (v) the Gitagovinda was accepted in the 


24 Suniti Kumar Chatterjee, Jayacdeca, Sahitya Akademi (1973), p.19. 
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temple ritual and (vi) another Gitagovinda written anew by the Gajapati 
king could not get divine sanction to replace the Gitagovinda of poet 
Jayadeva. All these facts relate to Jagannatha Puri and Odisha alone. To 
bring in a king and his court is an exercise in futility because Jayadeva 
had only mentioned in the Gitagovinda about his most beloved lord 
Jagadisa or Jagannatha, his birthplace Kendubilva and his beloved 
Padmavati whom he married under the divine approval of Jagannatha 
at Puri. It is again futile to search for the above for mere reasoning’s 
sake anywhere else in India. Utkala or Odisha Puri, the holy land of 
Jagannatha had reared the poet and had stood witness to the intensity 
of love and devotion the poet had for Jagannatha. The eternal song of 
love that Konarka sings in mute silence is nothing but the song of the 
Gitagovinda that had been later sung in this land by Upendra Bhanja. 
The Gitagovinda of Jayadeva still reverberates in the temple precincts of 
Jagannatha and within the hearts of Odias in the nooks and corners 
of Odisha as of all Indians and Indophiles elsewhere who love this 
immortal creation for its intense devotion and lyrical beauty. 


Mahamedhanandanatha Saraswati. 
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r he place where Jayadeva spent his eventful life and the prevailing 
religious tradition that shaped his career are of great historical 
significance. The village Kendubilva (presently Kenduli) in 

Prataparudrapur gram-panchayat of Balianta police station in Puri district, 

located not far from the banks of the sacred river Prici, witnessed the 

efflorescences of several religions such as Jainism, Buddhism, Saktismn, 

Saivism, Stirya cult and Vaisnavism, the testimony to which are still 

extant in the form of temples, sculptures and monasteries. The religious, 

literary and artistic traditions of ancient Odisha infused in the poet the 
required sensitivity and inspired him to create, compose and sing the 
glories of Govinda, the cowherd god. 

Kendubilva and many other villages on the Praci valley’ are littered 
with monuments dedicated to different cults. The Bhauma, Somavamsi 
and the Ganga rulers enhanced the religious significance of the sacred 
valley by erecting a number of temples for propitiation of different cleities. 
Of the various monuments, mention may be made of the Svapnesvara 
Temple, Adaspur Jaina shrine, Ramesvara Temple at Riémesvara, the 
temples of Nilakanta, MukteSvara, Sankaresvara, Angesvara, AmareSvara, 
GramesSvara, as well as the numerous images of Madhava, the sculptures 
of dasdavatdra, manifestations of Sakti; Buddha and Jaina images. These 
have a definitive focus on the grand religious synthesis and fusion 
that took place in the area. The circumstantial evidences, the ecstasy 
of religious efflorescence, the extensive archaeological remains of the 
Prici valley, the intimate association of the Gitagovinda sith Jagannatha 
cult and the spirit of popular legends and related practices drive us to 


the inevitable conclusion that Jayacdeva was born in one ot the Sdasana 


villages known as Kendubilva. 


1 Prachi Valley Survey Report, Ed. P.K. Ray, Orissa State Archacology, 
Bhubaneswar 1975. 
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The Bralmana Sdsana Kendubilva boasts of its enviable tradition as 
the birthplace of the poet Jayadeva. The village has rich relics in the shape of 
brick and stone temples and sculptures of Saiva, Vaisnava and Saka cults 
belonging to the period berween 9th and 13th century ap. The sculptures 
of Madhava, Laksmi-Nrsimha, Ambika and Yogesvari are quite significant. 
Strangely enough a stone image bearing human physiognomy and having 
prominent matted locks, endowing it with a poetic aura, is worshipped by 
the local people as the sage Jayadeva. Ambika and Yogesvari, two important 
goddesses, are worshipped by the local people with great reverence. The 
villagers remind that Ambika was originally installed under a vilva tree, 
and Yogesvari under a kend tree. The two trees kend1 and vilva finally 
merge their identities in a settlement known as Kendubilva. Amibika is 
now shifted to a brick temple. It is in this Sdkta temple nearby that the 
Gilgovinda is recited in preference to Scikta prayers even on the occasion 
of Dasahard. The recitation of the Gitgovinda in Scdktla temples is a unique 
phenomenon symbolising the overpowering influence of Vaisnavism over 
Saktism and justifying people's love for the poet. 

The local legend proclaims that Jayadeva performed a sacrifice in his 
native village. Two sacrificial posts, the remains of which are now seen in 
the precincts of Ambika Temples, are stated to have been installed during 
the time of Jayadeva for annual sacrifice. As a reminiscence of the tradition, 
a sacrifice is also performed annually on the third day of full moon in the 
month of Vaisdkha. According to another tradition Jayadeva used to take 
bath at Triveni ghat (confluence of Dhanua, Praci and Kusabhadra rivers) 
and propitiate Triveni Madhava. To commemorate Jayadeva's caily bath in 
the river, people congregate at this sacred spot on the Mdagha Amdavasyd, 
the new moon day in the month of January/February. This event has also 
resulted in an annual fair. The two images of Madhava now preserved in 
the Kenduli museum are stated to have been installed in the village during 
the Somavamsi period. It will therefore not be unreasonable to believe 
that Jayadeva was enamoured of Madhava who became the protagonist 
of his poem, the Gitagovinda. To turther enhance the importance of the 
village, Narasimhadeva IV installed the image of Nrsimha and established 
the Vijaya Narasimhapura Sasana in 1381 ap near the village Kenduli. The 
copper plate* grant of Narasimhadeva IV recovered from a tank near the 
Nrsimha temple of the village, originally issued from Varanasi Kataka in 
1383 av, refers to the establishment of Narasimhapura Sasana, donated to 


one Mahapatra Naraharidasa Praharaja. This Sdsana is located very close 


2 MM. Chakaravanrti, J.A.S.B. vol.LXIV, Part 1, 1895, pp.128 tf. 
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to Kendubilva on the Praci valley. The grant further elucidates the names 
of Olatapura and Attahiasapura Siasana close to Kenduli established by 
Attahasadeva, the youngest son of Codagangadeva.* These facts indicate 
that the Kendubilva Sasana might have been established by an illustrious 
monarch long before the rise of Jayadeva. 

Praci valley in which the village Kenduli is situated marks the fusion 
of Siva and Vignu. The fusion is mirrored in the archaeological remains of 
the village belonging to Saiva and Vaisnava pantheons. 

The archaeological evidences of a synthetic cult prompt us to 
emphatically conclucle that Jayadeva was born in Kenduli village and 
was attuned to the natural, social and religious environs. 

Now the significant question remains regarding the historical 
perspective of such a great personality. In the annals of religious history 
all through the ages, the saints, preachers and protagonists of faiths 
played a pivotal role in channelising the trends of religions in accordance 
with the scheduled tenets. The religious history of India, so also its 
various regions abound with many such religious personalities who 
have been responsible in shaping the course of history. The religious 
history of Odisha is replete with achievements of such eminent persons 
who have left deep impressions on the cultural life of the people. Great 
exponents from Odisha and outside who 
visited this sacred land of Puri, eventually 
have made Jagannatha Kgsetrer', (the abode 
of Jaganniatha), their lila bhrimi (place of 
consecrated activities) and Jag:itnnatha as 
their ultimate goal in life. Jayacdeva like 
others had spent a major part of his lite 
in Puri. Therefore, historical conditions 
which favoured Jayadeva to flourish need 
a little more elucidation. 

The political history of Odisha prior 
to Jayadeva and also during his time was 
at the peak of its glory. Codagangadeva 
(1078-1147 an)’ (ounded the imperial 
Ganga dynasty, built the Kalinga empire 


3 SN. Rajuguny, Inseriplions of Orissa, Vol. IM, Part, 1975, Bhubaneswar, 
pp. 490 If. 


: . 
4B. Mishra, Provan Matha Samskriti (Oriya), 1988. Puri, pp.3-1. Visnu Trivikramea, 
5S KG. Panigrahi, History of Orissa (Hindu Period), Cuttack, 1981, pp. 154-158. stone sculplire. 
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that extended from the river Ganges 
in the north to that of river Godavari 
in the south. This brought peace and 
prosperity to the region. Shifting of his 
capital from Kalinganagara in the south 
of Cuttack, at the centre of the empire, 
was not only a memorable historical 
event but was also expedient for 
consolidation and betteradministration 
of the empire. Soon after the capital 
was shifted, the monarch switched 
over to temple building activities. The 
temples of Mukhalingam, Srikirmam, 
Simhachalam and Jagannatha at 
Puri, dedicated to Visnu, amplify his 
religious, cultural and architectural 
achievements. The construction 
of the present Jagannatha Temple 


=. 
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replacing the old and dilapidated one, 
rejuvenated his religious fervour and Puri sprang up as a Vaisnavite centre 
of eminence. The visit of Vaisiavad saint RAamanuja to Puri and introduction 
of Pancardtra system in the temple rituals greatly enhanced the religious 
importance of the Bsetra. 

The religious history of Odisha prior to the advent of Jayadeva, 
reveals that the Tantricism of the time of Bhaumakara declined giving 
place to the rise of Brahmanical order, particularly the Saivism under the 
Somavarmnsis. The Gangas who succeeded the SomavamsSis now shifted 
their allegiance from Satvism to Vaisnavism. Vaisnavism gained in 
eclecticism and esoterism found revelation in art, architecture, literature 
and in social life. The Ganga monarchs were wise enough to link the past 
religious tradition with their own ideals maintaining a sort of equipose, 
although they were evidently Vaisnavas in faith with Jagannatha aS 
their rutelary deity. The allegiance of Codagangadeva, the great empire 
builder, to the great God Purusottama is evident from the construction 
of the Jagannatha Temple and his royal epithets like paramaveisnava, 


° | 6 Fora review of the accounts of Riminuja’s life, see Dasgupta, History of Indian 
Krsna-Visin from Philosophy. Vol. 3. pp. 100-5, Dasgupta notes: (p.100): “Most of the details of 
Dharmasala, Riamanuja's lile are collected from the account given in the Prapanndamrta by 
Orissa State Ananticarya, a junior contemporary of Ramanuja in Barbara Stoller Miller, 
Museum. 1977. p.41. 
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paramabhattdaraka, paramabrahmanya, Srigangaciddamani etc. His 
change of religion is perhaps due to the influence of Ramanuja who 
stayed at Puri in the early part of the 12th century between 1122-1139 
AD. His visit to Puri and Srikarmam is clearly recorded in Prapanndamrter 
which mentions that the ruler of the region had been converted by 
Ramanuja. In this connection it is expedient to impress, whatever might 
be the reason for mentioning Codaganga as a Paramavaisnava, he did 
never neglect his ancestral faith, rather all along exhibited eclectic attitude 
towards all prevailing religions. The Korni copper plate® indicates, that 
Codaganga donated a village to Kirtivasa at Bhubneswar for maintenance 
of a perpetual lamp and another record shows that the ruler with all his 
queens visited Bhimesvara Siva at Draksarama and installed a perpetual 
lamp.” Several other epigraphs of the Ganga monarchs and their official 
records reveal their devotion to Saiva and Sakta deities apart from their 
affiliation to the deity of their faith. 

During the glorious rule of the Gangas the religious savants, prophets 
and preachers thronged Sriksetra to preach the gospels of their faith. 
Besides. Ramanuja, the preachers like Narasimha Muni, Narahari Tirtha, 
Jagannatha Tirtha, Narasimha Yati, Vasudeva Yati mark the efflorescence 
of Vaisnavism and spread of their ideologies. 

The Mdadaldapanji*, the Jaganndatha temple chronicles, relate that 
Ekajata Kamadeva, a great lover of the Gitagovinda never touched 
his food without listening to a few verses from the Gitagovinda. 
Ekajata Kiamadeva is identified with Kamarnava Deva (1146-56 an) in 
Madhukesvara Temple inscription''. The Madaldpanji, though not a 
historical record, nevertheless relates to a chronology with historical 
inputs. Both Codaganga and his son Kimarnava were the disciples of 
Ramanuja and devotees of Jagannitha and his consort Lak$mi. Jayadeva 
seems to have been influenced by Ramanuja's ideology of Jagannatha 
and Laksmi. According to a verse'® of the Gitagovinda, Krsna tells Radha 
that formerly she as Laksmi chose him as her consort on the seashore. AS 


a result of this incident Siva swallowed poison out of despair. 


7 Prapanndmrta, ed. P. Mukherjee, Histon’ of Medieval Vaisnavism in Calcutta, 
Orissa, 1940, p.28. 


8 SN. Rajaguru, Inscriptions of Orissa, Vol. HI, Part (1), 1900, Bhubaneshwar, p.28. 
9 Op cit, vol. IH, Part 1, (19600), p.76, No. 00. 

10 Ed. A.B. Mohanty, Utkal University, Bhubaneswar, 2nd Edition, 1969, 

11 SN. Rajaguru, op. cit. p.251, No. 224. 


12 Barbara Stoller Miller, The Gitagovinda of Javadeva, Delhi, 1977, p53. 
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While discussing the historical background of Jayadeva it will perhaps 
not be irrelevant to understand how he introduced Radha and Madhava 
and the daSsdvatdara cult, breaking the stylised tradition. Therefore, we 
are tempted to conclude that the Gitagovinda is a historical text with 
definite historical relevance through its poetic narration. The cult of 
Madhava that was in existence in Orissa from the 7th or the 8th century AD 
gained momentum from the time of Jayadeva. We come across the 
first epigraphical evidence of Madhava in the copper plate grant 
of Madhavaraja of the Sailodbhava’® dynasty where the scribe has 
panticularised the epithet of Cakrayudha Madhava. The image of 
Nilamadhava™” installed by the Bhanja monarch at Gandharadi (9th 
century AD) comes next in order of chronology. The village of Santosa 
Madhava™ recorded in the Dasapalla copper plates of Satrbhanja, Sri 
Lokamadhava referred to in the copper plates grant of Indravarman!® 
Codaganga Madhava in the pillar inscriptions of Rellivalasa” at 
Srikakulam, numerous Madhava sculptures and temples of Praci valley 
clearly reveal the continuing tradition of Madhava worship in Odisha 
with wide distribution in Praci valley, the birthplace of Jayadeva. 
Jayadeva, as a devout devotee of Madhava, infused exuberantly in his 
Gitagovinda. the lucid description of Madhava. 

Jayadeva introduced and popularised the cult of Radha and Krsna 
through his Gitagovinda. Since the society at that time did not approve 
the association of Radha with Krsna, the cult of Radha could not flourish 
till the 16th century, but Krsna gained wide celebrity in art and literature. 
The cult of Krsna (known as Gopinatha in Odisha) gained momentum 
in sculptural representation from the 12th century ab. Although there 
are profuse descriptions about the image in the literature of an earlier 
period, due to the influence of Bhagavata and the Gitagovinda, the cult 
of Gopinatha and the composite figure of Krsna-Visnu became quite 
popular in Odisha replacing the earlier form of four armed Visnu. The 
composite sculpture of Krsna-Visnu in tribhariga with upper two hands 
playing the flute in the company of astagopi and cattle (the associative 
feature of Krsna) indicates the amalgamation of two cults at a time, when 
Vaistavism became the state religion of Odisha. 


13 S.N. Rajaguru, Inscriptions of Orissa, Vol. 1 Part (ii), 1958, p.162 ff. 

14 K.C. Panigrahi, History of Orissa (Hindu Period), Cuttack, 1981, p.384. 

15 S.N. Rajaguru, OHRY, Vol. 1, No.3 (1952), Ppp-208-12 ff. 

16 S.N. Rajaguru, Inscriptions of Orissa, Vol. II, (part i) (1960), p.80. 

17 Ibid, p.281, No.244, Inscriptions of Orissa, Vol. 111, Part 11, pp.278-80, No.243. 
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Although Gopinatha was accepted as a cult image from the 
12th century ap the sculptures representing Gopindatha appeared 
in the temple architecture from an earlier period. A miniature 
image of two-armed Gopinatha witha flute adorns the 11th century 
temple of Rajarani at Bhubaneswar. The images of Gopinatha 
correspond to the dhyana mantra of the Gopalasahasrandma.™ 

To popularise the cult, several Gopinatha temples were 
erected in Odisha. It was during this time that the construction 
of a Gopinatha Temple on the outskirts of a Brahmana Sadsana 
was considered mandatory. Though in course of time many such 
temples are lost, the idols however survive and are housed in 
newly built temples. 

Jayadeva, in intense devotion, structurised and popularised 
the ten avatdra of Visnu in his poetry. He converted the prevalent 
scattered narrations into a holistic concept of dasavatara. This 
could be a lasting contribution of the poet that influenced later 
poetry and other visual forms. 

Dueto the impact of the Gitagovinda, devaddasior the dancing 
women were dedicated to the temples for performance of dance 
and music, and the devaddsi tradition was institutionalised. 
Importance of the dancing girls in the temple ritual grew to such 
an extent that a special architectural structure called ndtamandira or 
ndtamandapa was added to the existing cdeula and mukhasala.” 

This continuing tradition of devadéasiwas epitomised in Padmavati, the 
consort of Jayadeva who was dedicated by her father to Lord Jagannatha 
as a devaddasi. 

The above discussion would justify the Gitagovinda of Jayadeva as 
a significant historical text in the ramification of its literary and religious 
connotation. Jayadeva, while highlighting and systematising the existing 
traditional cults has aptly introduced his own ideologies through poetic 
imageries. Such is the greatness of Jayadeva and the Gitagovinda 
and munificence of the illustrious Ganga monarchs who immensely 
patronised art and architecture, religion and literature during the post- 


Jayadeva period. 


18 S17 Gopédalasahasrandamastotram, Gita Press Gorakhpur, p.11: 


19 K.C. Panigrahi, Archaeological Remains at Bhtcbaneswar, Cuttack, 1981, p.169; 
Also see Bijay Kumar Rath, “Natamandapa in Odishan Taiple Architecture; A 
Pavilion for Dance Performance’ in Angardg, No. 7, Spring, 2009. 
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The King and the Priests: An Analysis 


of the Gitagovinda Tradition 
Gaganendra Nath Dash 


n Candradatta’s Bhaktamald written in the 17th century several 
traditions regarding the poet Jayadeva and his famous work 
Gitagovinda have been recorded. One of these traditions deals with 


the re-introduction of the Gitagovinda in the temple of Jaganndtha, Puri 


after it was prohibited by the king of Odisha. The tradition is as follows: 


The king (of Odisha) composed a kavye imitating the Gitagovinda 
and ordered that the learned people must read and sing this second 
Gitagovinda composed by him (and not the Gitagovinda by Jayadeva) 
and they would be punished otherwise. Nobody dared to read and 
sing the Gitagovinda by Jayadeva because of the royal order. Once 
the king came to visit Sri Purusottama i.e. Lord Jagannatha and found 
that Jayadeva was singing from his Gitagovinda and dancing. The 
king asked, “Why do not you recognise my kawcyd?’ The poet replied 
that he did recognise the kdvya written by the king but the kdavya 
written by the king was not as dear to the Lord as his own kdvya 
was and the king was at liberty to test this statement. Then both of 
them kept their respective kdvya in front of Lord Jagannatha; asked 
him to specify which of the two kavya was dearer to him; went out 
and closed the door for an instant. When the door was opened it 
was found out that Jayadeva's kdvya had been placed on the top 
and the king's kdvya under it (signifying that Jayadeva's kdocya was 
dearer to the Lord). The king did not touch food out of sorrow. 
During the night he saw in a dream that somebody in the guise of 
Purusottama told him, “Why are you sorry O’ king? There is nothing 
dear to me like the Gitagovinda (by Jayadeva)-and in order to please 
me-you should propagate it.” The king woke up pleased; read the 


i ଆ y fan | 
Gitagovindea swith devotion and propagated it in different countries. 


1 


. ୟି a “a: C 
Prastavana, Gitdgovinede, Nirnaya Sagar Press, Bombay, 1949. 
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The different versions of this particular tradition have been recorded 


in several other later works such as: 


1. Bhaktamadlda Tika in Hindi by Priya Dasa® 
2. Bhakta Vijaya in Marathi by Mahipatt 

3. Bhaktamdld in Bengali by Sri Krsna Dasa* 
4. Dardhyata Bhakti in Odia by Rama Dasa’ 


All the different versions of this tradition mostly agree though sometimes 
slight additions and/or alterations have been made which are minor in 
nature. The only major addition to the version recorded by Candradatta in 
his Bhaktamala is that Lord Jagannatha, in order to console the broken- 
hearted king, who had earlier discovered that the Gitagovinda by Jayadeva 
was dearer to the Lord, ordered to include rwelve sloka (according to Hindi 
Bhaktamadala Tika. Bengali Bhaktamdalda and Odia Ddardhyata Bhakti, 
or twenty-four $loka (according to Marathi Bhakta Vijaya) from the 
Gitagorvinda written by the king in the Gitagovincda written by Jayadeva. 

We will now make an attempt to study the historical basis and 
background of this tradition if any, with the help of both internal and 
external evidences as that may throw light on 1.) the history of the 
Jagannatha Cult and 2.) the origin and nature of other traditions regarding 
the Gitagovinda. 

Presently we come across an unpublished work named Abhinava- 
Gitagovinda the authorship of which has been ascribed to Gajapati 
Purusottamadeva of solardynasty of Odisha whoreigned from 1466to 1497 aD 
at several places and in the long eulogistic colophon of this work.” 

Most probably the real author of Abhinava-Gitagovinda is Kavicandra 
Raya Divakara Misra, a powerful Sanskrit poet of Odisha, who in his 
Bharatamrta Mahdakdavyam had claimed the authorship of this work.” It 


appears he wrote this work under the patronage and perhaps instruction 


2 KN. Mahapatra, Sri Jayadeva O' Sri Gitagovinda, Bhubaneswar, 1973, PP-.20, 
57-61, 250-251. 


Ibid, PP. 23, 61-65, 250 See also Stories of Indian Saints, English translation of 
Mahipati's Bhakta Vijaya by J.E. Abbott and N.R. Godbole, Poona, 1933, pp 11-14. 


4 JMbid., pp.25, 65-67, 351. 
5  Dardhyata Bhakti by Rama Dasa, 55th Adhyaya. 


6 KN. Mahapatra, “Abhinava-Gitagovinda by Gajapati Purusottamadeva (1466- 
1497 an)", in Orissa Historical Research Journal (OHRP, 1961, IX, 3 r 4. 


K.N. Mahapuatra, A Descriptive Catalogue of Sanskrit Manuscript of Orissa, 
Bhubaneswar, 1960, Vol.11, Introduction, pp. CHIL 


44 


Digitized by srujanika@gmail.com 


The King and the Priests: An Analysis of the Gitagorinda Tradition 


and guidance of Gajapati Purusottamadeva and as a token of his gratitude 
the authorship of the work was attributed to Gajapati Purusottamadeva. It 
seems that this Abhinava-Gitagovinda has been alluded to in the above 
mentioned tradition as the Second Gitagovinda or the Gitagovinda 
written by a king of Odisha. 

According to Marathi Bhakta Vijaya by Mahipati, the second 
Gitagovirda mentioned in the tradition was written by a king named 
Satvik." There is not a single evidence available supporting his thesis 
which should not be taken seriously. But K.N. Mahapatra thinks that the 
second Gitagovinda mentioned in the tradition and written by a king (of 
Odisha) in imitation of the Gitagovinda by Jayadeva was in fact written 
by Bhanudeva II of Ganga dynasty who ruled from 1309 to 1328 an. He 
advanced several arguments in support of his theory which we propose 
to critically examine. 

Firstly, by the time Rasikapriyd commentary of the Gitagovinda 
was written by Rana Kumbhakarna i.e. before 1468 apn, the date of Rana 
Kumbhakarna's death, 18 verses (S/loka) had been interpolated into the 
Gitagovinda of Jayadeva because these 18 verses were not mentioned 
in the earlier Sarvdrigasundari commentary by Kaviraja Narayanadasa. 
As these verses were not taken from Abhinava-Gitagovinda which must 
have been written after the Rasikdpriyd commentary, K.N. Mahapatra 
argues, they must have been taken from some work written in imitation 
of the Gitagovincda after the date of Sarvangasiundari commentary i.e. 
after 1285 and before 1468 an.’ 

But this argument is completely untenable. The source of interpolation 
should not necessarily be a work written in imitation of the original work. 
Moreover the tradition that 12/24 $sloka from the second Gitagovinda 
i.e. from the royal edition of the Gitagovinda were included in the 
Gitagovinda by Jayadeva does not necessarily prove that 18 interpolated 
Sloka were from the royal edition of the Gitagovinda especially when the 
number of interpolated $s/loka is neither 12 nor 24. Again as Jagaddhara 
of Mithila has commented on the above mentioned 18 sloka in his 
Saraclipik@ commentary, these verses should not be considered as 
interpolated verses only because Kavirija Narayanadasa has not 
commented on them in his Sarvangasundari commentary which was 


written after Sciracdipikda was written. 


8 KN. Mahapatra, Abhinava-Gitagovinda. b. 56. 


9 (a) Ibid, p. 61. | | CO 
(b) K.N. Mahapatra, Sri Jayaderva O° Sri Gitagovinda. P. 87. 
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Secondly, according to an Odishan tradition certain Purusottamadeva 
of Ganga dynasty imitated the famous Gitagovinda by Jayadeva. Though 
there was no Ganga king bearing the name Purusottamadeva, in some 
of the inscriptions Bhanudeva II of Ganga dynasty, the Anka year of 
the king have been calculated in the name of Purusottamdeva i.e. Lord 
Jagannatha, as Bhanudeva II declared himself to be the deputy of the Lord 
Jagannatha. Therefore, according to K.N. Mahapatra, Purusottamadeva 
was taken as the second name of Bhanudeva II “by the common people 
who were ignorant of the significance of the expression used in the 
epigraphic records.” Thus Mahapatra identifies Purusottamadeva of the 
tradition with the Ganga king Bhanudeva II who, according to him, wrote 
the second Gitagovinda mentioned in the tradition.’ 

But the argument is equally untenable. Instead of accepting the 
complicated theory and the difficult argument that K.N. Mahapatra 
advances it will be much more reasonable to identify Purusottamadeva 
of the tradition with Gajapati Purusottamadeva of solar dynasty. As 
Gajapati Kapilendradeva, the founder of solar dynasty and father of 
Gajapati Purusottamadeva was, according to a popular tradition of 
Odisha, believed to have been adopted by the last Ganga King-thereby 
continuing the Ganga line-it was quite natural to believe that Gajapati 
Purusottamadeva was a Ganga king especially in a similar tradition. But 
the most important question is if really ever such tradition existed?! 

Thirdly, according to K.N. Mahapatra, Rana Kumbhakarna refers to 
a work written by a king (in imitation of the Gitagovinda by Jayadeva) 
while commenting on the 13th verse of 4th sarga (i.e. at the end of 
9th prabandha). As Abhinava-Gitagovinda was not written by the 
time Rana Kumbhakarna wrote his commentary Rasikapriyd it seems 
that there was another king who wrote a kdvya imitating Gitagovinda 
by Jayadeva.!® 

The passage in Rana Kumbhakarna’s commentary to which 
K.N. Mahapatra refers is Prabandha Prthivibhartra Prabandha Pritaye 
Hareh. But this passage does not refer to a work written by a king in 
imitation of the Gitagovinda. On the contrary this passage has been 


10 K.N. Mahapatra, 
(a) Abhinava-Gitagovinda. p.61. 
(b) Sri Jayadeva O° Gitagovinda...p. 86. 


11 According to K.N. Mahapatra this tradition was first mentioned by Jagabandhu 
Singh in his book Pracina Uika/a. But Jagabandhu Singh did not mention such 
ua tradition. See Practna Utkala, Bhubaneswar, 1964, Pp. 52-53, 36. 


12 KN. Mahapatra, Abhinava-Gitagovinda,..p.62. 
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quoted from another work of Rana Kumbhakarna named Sangitaraja.” 
By the expression Prthivibhartra i.e. the king, Rana Kumbhakarna 
refers to himself. In Rasikapriyd commentary Rana Kumbhakarna 
quotes an identical passage again at the end of the 13th Prabandha of 
the Gitagovinda-and a similar passage Prabandha Prthivibhartra Hari 
Bhakten Varnita, at the end of 10th Prabandha from his Sangitaraja 
from which he often quotes in Rasikapriya. 

Finally, we have not yet come across any such work other than 
Abhinava-Gitagovinda by Gajapati Purusottamadeva. As there is no 
definite evidence that a royal imitation of the Gitagovinda other than 
Abhinava-Gitagovinda was ever prepared, it may be concluded that by 
the royal imitation of the tradition Abhinava-Gitagovinda by Gajapati 
Purusottamadeva is meant. 

Again we find that in an order issued in the 4th year and mentioned 
in Odia inscription installed at the Jaya Vijaya door of the Jagannatha 
Temple Puri, Gajapati Prataparudradeva of solar dynasty and son of 
Gajapati Purusottamadeva made the singing of his father's work (i.e. 
Abhinava-Gitagovinda) compulsory in the Jagannatha Temple and 
prohibited the singing of any other song i.e. Gitagovinda by Jayadeva. 
(It corroborates our earlier thesis that Abhinava-Gitagovinda by Gajapati 
Purusottamadeva has been referred in the tradition as the royal imitation 
of the Gitagovinda). 


13 Sangitardja, ed. Premalata Misra, Varanasi, 1963, p. 578. 
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But many scholars, including K.N. Mahapatra, believe that in the 
said inscription Gajapati Prataparudradeva in fact made the singing of 
the Gitagovinda by Jayadeva compulsory and prohibited the singing of 
Abhinava-Gitagovinda or any other imitation of Jayadeva's work.” As 
both the virtually conflicting and opposite views largely depend on the 
different interpretations of the same inscription a detailed discussion of 
these interpretations will not be considered out of place here. 

In 1875 R.L. Mitra provided the reading of the inscription for the first 
time. This reading was rejected by M.M. Chakravarti who furnished a 
fresh reading along with the translation and a note in 1893.’° So far 
almost all the scholars have accepted the interpretation and translation 
provided by Chakravarti. The existence of Abhinava-Gitagovinda, the 
authorship of which is ascribed to Gajapati Purusottamadeva, was most 
probably not known to M.M. Chakravarti. Otherwise he might have 
interpreted and translated the inscription differently. To him, therefore 
Gitagovinda meant only the famous poetical work by Jayadeva and 
with this preconceived notion he tried to interpret and translate the text 
of the inscription. The result was a complete artificial analysis of the 
sentences (especially the first sentence) on which his translation was 
based and he had to imagine things in order to be able to fill in the gaps 
left open by this artificial analysis. As for example, the analyses of a part 
of the first sentence, badathakuranka Gitagovinda thakura bhoga bele 
(line2-3) may be considered. Instead of analysing it as consisting of two 
independent noun phrases i.e. badathdkurarika Gitagovinda (meaning 
Gitagovinda by badathakura) and thdkura bhoga bele, (meaning at 
the time of offering bhoga to the deities) which is natural and clear 
he analyses it as a single noun phrase in which the head of the noun 
phrase bele (at the time) is modified by bhoga (offering) which in turn 
is modified by two separate noun phrases badathakuranka (Balaram, 
elder brother of Lord Jagannatha according to M.M. Chakravarti) and 
Gitagovinda thdakura (Lord Jagannatha according to M.M. Chakravarti). 
This is because he could not understand the expression badathdcikuranka 
Gitagovinda, as to him Gitagovinda meant only the famous work 
by Jayadeva. Thus he had to create an artificial expression such as 
Gitagovinda thakura, which incidentally occurs nowhere else and 


14 K.N. Mahaupatra, Sri Juyadeva. p. 89. 
15 R.L. Mitra, Antiquities of Orissa, Yol.I, PP. 165-167, 1880. 


MM. Chakravanti, “Uriya Inscriptions of the 15th and 16th centuries", Journal of 
Asiatic Society Bengal (/ASB), LXILI. pp. 96-97, 1893. 
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imagine that it means Lord Jagannatha. Because of that he had to 
contradict himself while interpreting the 3rd sentence (lines 5-6) of the 
inscription and accept badathdkuranka Gitagovinda as a single phrase 
which he sought to reject while interpreting the first sentence (lines 
2-3) as shown above. 

In 1929 an the existence of Abhinava-Gitagovinda was brought 
to the notice of the scholars for the first time by Jagabandhu Singh.” 
Later in 1934 IH.P. Sastri noticed it in his Descriptive Catalogue of 
Sanskrit Manuscript in the collection of Asiatic Society, Bengal. Vol. 
V//.* But even after that scholars never cared to suspect if Gitagovinda 
of the inscription really means Gitagovinda by Jayadeva or Abhinava 
Gitagovinda by Gajapati Purusottamadeva and invariably accepted the 
artificial and contradictory interpretation provided by M.M. Chakravarti. 
Only K.B. Tripathy in 1962 supplied a fresh and different reading 
with a natural translation of the text.” He also suspected, though not 
entirely certain, if badathcdkrira of the inscription did not mean Gajapati 
Purusgottamadeva and thereby hinted that Gitagovinda of the inscription 
may mean Abhinava-Gitagovinda.*’ But K.N. Mahapatra has preferred to 
accept M.M. Chakravarti’s interpretation and translation already rejected 
by K.B. Tripathy.” 

Without entering into detailed linguistic analysis of the inscription 
text—which will undoubtedly support our theory—it will be enough 
to say that in this inscription the phrase badathakurcanka Gitagovinda 
occurs twice in lines 2-3 and lines 5-6 and always means the same thing 
i.e. the Gitagovinda by badathakura (Abhinava-Gitagovinda written by 
Gajapati Purugottamadeva). Otherwise the expression ‘¢ ndfa’ (meaning 
this play) occurring at the end of the first sentence of the inscription (i.e. 


e nata hoiba) will be contusing and it will not be possible to understand 


17 Jagabandhu Singh, Preicina Utkada, Puri, 1929, p. 45. 
18 K.N. Mahapatra, Abhinava-Gitagorinda. p. 51. 


19 K.B. Tripathy, Evolution of Oriya Language and Script, Bhubaneswar, 1962, 
Pp. 300-301. 

20 Ibid, p. 301 f.n. 

21 K.N. Mahapatra, Sri Jayadeva O' Gilagovinda...p.89. Though Mahapatra claims 
thar he has accepted the reading of M.M. Chakravarti the reading given in his 
book is different from Chakravartf's reading as he adds sutfix-nkea after the | 
expression Gitagovinda thakira and before the expression ‘bhogabele which 
is not found in Charkravarti's reading (line 3). This suffix is also not found 
in Tripathy’s reading. lt may seem that addition of this suffix may po the 
Mahapatras’s interpretation. But even if we accept Mahapatras a Ee 

sake of argument it will be difficult to accept his interpretation of Une Tex 


linguistic reasons. 
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what it really means and to what it refers. On the other hand if we 
accept badathakuranka Gitagovinda as a single phrase then e ndata will 
refer to Gitagovinda by badathdkura and will mean the play based on 
Gitagovinda (by badathdkura) or dramatic performance of Abhinava 
Gitagovinda by badathdkura (Purusottamadeva). 

It may be mentioned here that to interpret the expression badathakura 
as Gajapati Purusottamdeva is in no way inconsistent or inappropriate 
though the tradition of thckuraraja or calanti Visiiu, as we understand 
it today, might have originated much later. 

Both inscriptional and literary instances can be cited to prove that 
the Odia word thakura, meaning king or master, was in constant use 
in medieval period though its significance varied according to the time 
and place of its use.® In an inscription one of the four Bhanudevas of 
Ganga dynasty of Odisha has been referred as thdkura.®® In another 
inscription Gajapati Purusottamadeva has also been referred as 
{thdakura.”* Later in another inscription king Govinda Vidyadhara has 
also been described as Gobindadeo thdkura.® In Rajabhoga section 
of the Jagannatha Temple chronicle Madalapdriji and Cakadapothithe 
uses thakura and raja thdakura are to be found referring to the rajas 
of Khurda.*“ In Prema Pancdamita, a late 17th century poetical text, 
Gajapati Divyasinghadeva (1688-1716) has been described as Utkala 
desara thdakura (king of Utkala).” In Kdanci Kdveri, another Odia 
poetical text of medieval period, Gajapati Purusottamadeva has been 
referred as thakura.® In his letters Gajapati Birakesarideva (1733-1793) 
refers to his father, Gajapati Ramachandradeva II, as dadat thakura® 
and himself as S17 thakura.™ 


22 D.C. Sircar, Indian Epigraphicat Glossary, 1966, p. 340 

23 K.B. Tripathy, Evolution of Oriya... Inscription serial no. 2, line 6, pp 227-228. 
24 Ibid, Inscription serial no. 41, line 2, pp, 298-300. 

25 Ibid, Inscription serial no. 53, line 5, Pp. 317-319m. 


26 (a) Madadalapdanji,ed. A.B. Mahanty, Cuttack, 1940, pp.47, 68. 
(hb) Caukaddpothi O cakada basana ba caytni cakada ed. Sudhakara 
Pattanayak, Cuttack, 1959, p.13. 


Bhupati Pandita, Prema Pancamrta, 10th Adhyaya. 


Purusottama Das by Kanci Kaverf ed. Sukumar Sen and Sunanda Sen, 
Calcutta, 1957, Ist and 2nd Chanda. 


Chakradhara Mahapatra, Utkala Itihasara Eka Ajnata Adhydya, Cuttack, 1959, 
PP-305-306. a 


30 NN. Pattanayak, “Administration of Jagannatha Temple in the 18th century.” in 
Man in India, 43,3, 1963, p.215. 
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As in Odishan royal families, the family members are never addressed 
by their proper names or never referred by normal kinship terminology 
such as pita (i.e. son) as is the case otherwise but by special terms like 
Jenamani it is quite possible that Gajapati Prataparudradeva referred to 
his father as badathakura. This is corroborated by the fact that Gajapati 
Kapilesvaradeva has been described as Kapilesvara thakura in the said 
inscription and Birakesarideva describes his father as dadaithdakura as 
mentioned above. Perhaps when Gajapati Purusottamadeva was alive he 
was referred to as badathdkura i.e. the elder master (in Odia hada means 
either big or elder) and the crown-prince Prataparudra as sana thakura 
i.e. the younger master (in Odia sdna means either small or younger) 
which are quite natural in Odishan context. Therefore it was perfectly 
logical to refer Gajapati Purusottamadeva as badathdikitra even after his 
death, most probably in order to perpetuate his memory immediately 
after his death. 

Taking it for granted that Abhinava-Gitagovinda written by Gajapati 
Purusottamadeva and the order simultaneously introducing and making 
compulsory the singing of Abhinava-Gitagovinda (and prohibiting 
the singing of the Gitagovinda by Jayadeva at the same time) in the 
Jagannitha Temple, provided the basis for the mention of second 
Gitagovinda written by an Odishan king and prohibiting the singing 
of Gitagovinda by the royal order, we now know for certain that there 
was no historical basis for that part of the tradition which mentions 


personal confrontation between Jayadeva and the author of the second 
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Gitagovinda, as both Jayadeva and Gajapati Purusottamadeva were 
separated by three hundred years or so. Moreover the controversy 
as to which of the two Gitagovinda was superior or dear to the Lord 
Jagannatha must have arisen sometime after Gajapati Prataparudra 
issued his famous order prohibiting the singing of Gitagovinda 
and introducing and making compulsory the singing of Abhinava- 
Gitagovinda when both Jayadeva and Gajapati Purusottamadeva were 
dead. But there is no doubt that such a controversy arose after the royal 
order was issued prohibiting the singing of the Gitagovinda in the 
Jagannatha Temple. 

The effort to reintroduce the singing of Gitagovinda by Jayadeva in 
the Jagannatha Temple must have been at the root of the controversy 
as to which of the wo Gitagovinda is superior and dear to the Lord. 
In that case the tradition that Lord Jagannatha himself recognised and 
specified the superiority of Gitagorinda over Abhinava-Gitagovinda 
was either created or manipulated with the active connivance of 
the priests of the Jagannatha Temple who were supporters of the 
Gitagov'inda so that Prataparudra’s order could be challenged successfully 
and the re-introduction of Gitagovinda in the Jagannatha Temple 
could be legitimised. Without the active collaboration of the priests of 
the Jagannatha Temple it would have been impossible either to create 
the tradition that Gitagovinda was dearer to the Lord and superior to 
Abhinava-Gitagovinda or to manipulate the test of superiority between 
the two kdavya. Because of this controversy several other traditions 
were created to prove that Jayadeva’s Gitagovinda was dear to the 
Lord Jagannatha. These traditions are recorded in the Bhaktamdala by 
Candradatta. The priests of the Jagannatha Temple must have contributed 
and actively participated in the creation of these traditions. Therefore 
there must have been stiff opposition to Prataparudra's order from among 
the priests of the Jagannatha Temple. This opposition again must have 
been deep-rooted. 

Next, the question, what was the reason behind the priestly 
opposition to Abhinava-Gitagovinda and support to Gitagovinda 
should be answered. It seems by that time Gitagovinda by Jayadeva had 
achieved a quasi-scriptural status. We find that only a few years later, when 
Caitanya was on his South India tour, Raya Ramananda was quoting from 
Gitagovinda in order to prove Krsna's deep love for Radha and Caitanya 
accepting the authority of the Gitagovinda without any hesitation. 


31 Krysnadasa Kaviraja, Caitanya Caritdmta, Madhya lila, Chapter-B. 
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Therefore to the priests the singing of the Gitagovinda in the temple was 
a sort of temple-ritual and Prataparudra’s order prohibiting it was a gross 
violation of it. Seen in this light the priests were simply fighting to maintain 
a temple-ritual. But more probably the priests were extra sensitive to 
any explicit or implicit attempt on the part of the kings to bring the cult 
under the royal control and they suspected in Prataparudra’s proclamation 
such an attempt which in the long run would undermine their position 
in the cult. The tone of the proclamation must have seemed quite 
aggressive to them. 

A comparison of the texts of the Gitagovinda and Abhinava- 
Gitagovinda will support the above conclusion. It appears that, as 
the name indicates, Abhinava-Gitagovinda is an imitation of the 
Gitagovinda. Though there are only ten sargaor chapters inthe former in 
place of the twelve to be found in the latter in both the texts the theme and 
the presentation are quite similar. Even the influence of the Gitagovinda 
in naming the sarga of Abhinava-Gilagovindais quite evident. Butthere 
is an important difference. Gitagovinda begins with an invocation to ten 
avatdra or incarnations of Kesava or Hari. Though Krsna happens to be 
the main character or the hero in this kaya, it must be noted that, he 
has not been listed as one of the avatara. In the beginning of Abhinava- 
Gitagovinda we find a similar invocation to the ten avataras of Lord 
Jagannatha or more exactly of Nilagiripati Acyuta. But here Krsna has 
been included in the list of avatdara and he takes the place of Buddha 


avatdra of the Gitagovinda. It appears, to Jayadeva, Krsna was avatar 
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or the source of incarnations and not merely an avatdra. Therefore 
from the point of view of the subject matter of the texts Abhinava- 
Gitagovinda should have been more acceptable to the priests of 
the Jagannatha Temple instead of Gitagovinda because it attempted 
to give a relatively higher status to Lord fagannatha as the source 
of incarnations. 

If Abhinava-Gitagovinda was not accepted by the priests it Was not 
because of its subject matter but because of the fact that it was supposed 
to have been written by a king and it was sought to be introduced 
by another king. To the priests these seemed as utter interferences in 
their prerogative. 

Prataprudra’s order prohibiting the singing of the Gitagovinda 
was issued in his 4th Aska year corresponding to 1499 aD.** Krsnadasa 
Kaviraja in his Caitarnya Cariltdnrta maintains that once a devadds! 
was singing the Gitagovinda in the Jagamohana. Caitanya on his way 
to the Yamesvara Tota (grove) listened to the song and in consequence 
was overwhelmed with emotion and ran to the temple. It is clear that 
here by the word Jagamolhcana the Jagamohcan or the audience hall of 
the Jagannatha Temple is meant, as in Caitan ya Caritdmrta Krsnadasa 
Kaviraja refers several times to the Gitagovinda by Jayadeva® and 
not even once to Abhinava-Gitagovinda by Purusottamadeva it is 
equally clear that by Gitagovinda he means the famous poetical work 
by Jayadeva. 

In this connection it must be mentioned that, according to Krsnadasa 
Kaviradja, Caitanya in fact loved to read and listen to the singing of the 
Gitagovinda by Jayadeva.® Krsnadasa Kaviraja places this incident 
just before the commencement of Caitanya’s divyonmada i.e. the last 
12 years of his life which he spent in Puri. Caitanya came to Puri in 
1535 av after which he lived for 24 years. So this incident must have 
happened sometime around 1522 ab which means that Gitagovinda 
by Jayadeva was already re-introduced in the Jagannatha Temple by 
that time. 

We must now take our discussion a little further. Had Prataparudra’s 
order prohibiting the singing of the Gitagovinda by Jayadeva been in 
force when Caitanya came to Puri in all probability he must have tried 


32 Ibid, Antya Lild, Chapter 13. 


33 ibid, Madhya Lild, chapter 2,8,10, Antya Lila. Chapter 15, 17,19,20. 
34 thid. 
35 PP. Mukherji, Gajapatt kings of Orfssa, Calcutta, 1953, p. 100. 
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to get it re-introduced in the Jagannatha Temple because of his deep 
appreciation of it especially when he accepted it as an authority as 
we have already seen. Again as Caitanya was held in high esteem by 
Prataparudra so much so that Prataparudra granted clemency to one 
Gopinatha Pattanayak an official who misappropriated a large sum of 
money, in order to please him (Caitanya)* in all probability he would 
have yielded to Caitanya’s request. In that event Caitanya's role in getting 
Gitagorinda re-introduced in the Jagannatha Temple must have found 
mentioned in his biographies. But all his biographies are silent about 
it. Therefore it must be concluded that the Gitagovinda was already 
re-introduced in the Jagannatha Temple by the time Caitanya came to 
Puri in 1510. 

It seems the strong resistance of the priests forced the king to 
countermand his order shortly after its proclamation in 1499. We have 
seen how Raya Ramananda was already familiar with the Gitagovinda 
and quotes it as an authority when Caitanya asked him to prove Krsna’s 
deep love for Radha. The deep appreciation of Raya Riamananda or 
people like him for the Gitagovinda by Jayadeva must have given moral 
support to the priests in their resistance to Abhinava-Gitagovinda. 

Any historical basis for the tradition that 12 or 24 sloka of Abhinava- 
Gitagovinda by the order of Lord Jagannatha seems to be lacking.” This 
part of the tradition-not mentioned in Bhaktamedld by Candradatta-hacd 
been created either by the supporters of Abhinava-Gitagorvinda or by the 
supporters of the Gitagovinde. The supporters of Abhinava-Gitagovinda 
might have created such a tradition to explain the re-introduction of the 
Gitagovindea in the temple without loss of face. On the other hand the 
supporters of the Gitagovinda might have created such a tradition for 


one or a combination of the following reasons: 


1. to explain away the interpolations; 
2. not to hunt the feelings of the Odishan kings-atter their 


victory-unnecessarily. 


We have so far studied the historical basis of the tradition regarding the 


i i PF - . . a 5 TE ଏ > . A 2 
singing of the Gilagovindea in the Jaganndatha remple, Puri. Now we 


30 Caitanya Caritamecdta, Antya Lild, Chapter 9, also Madhya Lila, Chapterl. 
intcdet from ADhitiara- 

2 as there are 12 sarge in 
sera or 24 as there are 24 
sloka per prabandha. 


37 The number of the stoke incorporated in the Gitago 
Gitagortrida, according to the tradition, was cither | 
the Gitagovinda the calculation being one stoke per 
prahbandha in Gitagovinda the calculation being one 
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will try to study and interpret the same tradition both in context and 
terms of different forces interacting with each other centering round Lord 
Jagannatha in a bid to reconstruct the general historical background of 
this tradition. 

This tradition may be compared with some other similar traditions 


recorded in the Rdajabhoga section of Mdadaldapanji: 


(a) Once this king (Nisankabhanudeva of the Ganga dynasty) 
came to visit Lord Jagannatha. The worshipper (pasupadalaka) tound 
nothing to give the king as oblation because there was neither 
flower nor /ufast on the body of Jagannatha. There was a garland of 
dayand flowers on the head of this priest worshipper. He brought it 
from his head secretly and gave it to the king as oblation. The king 
found a strand of hair in the oblation of flower garland (and became 
suspicious). He enquired how it was possible to find a hairstrand 
in the oblated flower garland. The priest became nervous and 
replied that it was the hairstrand on the head of Lord Jagannatha. 
On hearing this, the king got angry and got the priest taken into 
custody andl ordered the priest to show the hair on the head of Lord 
Jagannatha. (In fact there is no strand of hair on the head of Lord 
Jagannatha). Lord Jagannatha knew the nervousness of the priest 
and ordered the king in a dream, “Why cdo you trouble my priests 
(sevaka = servant)? You yourself will see the strand of hair on my 
head at the time of morning decoration.” The king woke up and 
came to darsana at the time of morning decoration. He saw the 
hair hanging from the head of Lord Jaganndtha. He was surprised 
und rolled down at the feet of Lord Jagannatha. He got the priest 


released and consoled him a lot.* 


(b) The king (Purugottamadeva of solar dynasty) found out that the 
Priests (sevakas = servants) were worshipping Lord Jaganndtha not 
properly sanctified. Therefore the king asked the priests to work 
in accordance with the prescription of the dccdrya. So the priests 
brought this to the notice of Lord Jagannatha with clue respect. This 
very night the dcdrya was ordered (in a dream), “Do not poke your 
nose regarding the affair of the priests of this Kgetra i.e. Puri. You 


are granted the Karma Ksetra (Srikirmam) from today. You will stay 


38 Rama Dasa, Mddalapan}t, p.39. This tradition has also been recorded in 
Dardhyata Bhakti, 20th Adhyaya. 
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there’... The same night the king was ordered (in a dream). “These 
priests are my companions. During Krsnivatira they were playing 
with me as milkmen and milkmaids. Were they practising any 


purification rites in those cays! 1 cannot leave them." 


(¢) ...The king became very angry at the sight of the cake in his 
hand and got this Dasamiduli(the temple priest) arrested. The next 
day he (the king) got the bhoga prepared by another priest. That 
night Lord Jagannatha said to him (the king) in a dream, “You have 
imprisoned my Mahdsudra (the chief cook). I was not at all satisfied 
with the cakes (prepared by the new cook).” The king woke up. 
held the Ddasamudunli in great esteem and awarded him the title of 
Mahdsudra. He presented him a turban as a token of this new title. 
He ordered him to prepare the cakes as usual." 

It is highly interesting that all these traditions have a common thematic 

pattern running through them: 


1. The king (of Odisha) interferes in the affairs of the Jagannatha 
Temple. 
Lord Jagannitha opposes this interference by the kings. 

3. The king at last yields to the wish of Lord Jugannatha and the 
matter comes to an end. 


39 Madalapanfi, pp. 49-50. This tradition has also been recorded in 
Prapanndmrta by Anantacarya where Acdrya of this tradition has been @ 
identified with Rimanuja. See also Life and Teaching of Sri Rameanuja by 


Krsna in the form 
C.R. Srinivas Ayangar, Macras, 08. 


of Visi sitting in 


40 This tradition has also been recorded in a medieval kiya (poetieal work) a lotus manga, 
Kdanci Kaceri by Purusottama Dasa. See Kanci Keren, ed. Sukumitr Sen and talking I Lalit, 
Sunanda Sen, Calcutta, 1957. See also ‘Genealogy of the King of Odradesa a parrot sitting 
Local Records, Vol.60, Telugu Manuscript, Oriental Manuscript Library, Madris. nearby. 
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‘This thematic similarity is rather striking. What are the reasons underlying 
this thematic similarity? 

As we have already seen-in the case of the tradition regarding 
the singing of the Gitagorindea in the temple of Jagannatha-all these 
traditions-are neither completely Tietitious nor completely based on 
facets. There is a substratum of truth in all these traditions running like 
an undercurrent 

Generally the beginnings and the ends of these traditions-the 
traditions invariably begin vith the interlerence of the king in the affairs 
of the temple of Jaganndatha and end vhen the interference of the king 
comes to an end-are more or less based on facts or contain the germ 
ol historical uth. Bat Lord Jagannatha'’s crucial opposition was either 
fabricated or cleverly and carefully manipulated by the priests of the 
Jagannatha Temple. who must have opposed and resisted the interference 
of the kings. 

It appears that in the fight between the kings and the temple priests. 
Lord Jgannatha—completely monopolised by the priestssserves as the 
rallying point for the priests and is portrayed as the great supporter of the 
exause of the priests. Not only the priests could offer a strong resistance in 
the name of Lord Jagannatha to the kings but using Lord Jagannatha as 
a supporter of their cause they vere able (© muster public sympathy. No 
wonder they won invariably in the test of strength and the kings always 
surrendered te popular pressure. 

On the whole we tind quite a good number of traditions based on the 
contliet between the Odishan kings and the priests of J[agannatha Temple. 


© Puri of vhich the present tradition serves as an example. TL appears 


Kena seated on both the Odishan kings and the temple priests tried to monopolise the 
a pacdma mandala EL ; : B 
Thott Te tuk Jagannatha Cult and in the process clashed with each other from time 


sent by Reichel to tne. 
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One of the severest clashes occurred at the time of Gajapati 
Prataparudra and this internal conflict might have contributed greatly 
to Prataparudra’s weak position at home and his inability to resist 
aggression from outside resulting in his defeat at the hands of Krsna Deva 
Riya of Vijayanagar. Therefore the patronisation of the Caitanya Cutt by 
Prataparudra can be viewed as a political expedient-an effort to create 
counter balancing force to the Jagannatha Cult completely monopolised 
by the priests. This internal dissension most probably influenced the 
subsequent political decline of Odisha. 
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~_ The Village Kenduvilva and the 
Area Around 


Prafulla Kumar Tripathy 


r yhe village of Kendubilva is located in Prataparudrapur gram- 
panchayat that comes under Balianta police station in the district 
of Puri. The river Praci, revered as the Ganga in Odisha flows on 

the north and the river Kusabhadra of mythological importance flows on 

the south of Kendubilva. These two rivers besides making the soil fertile 
accentuate the holiness of the place. The vast extensive shady groves of 
kendu and bilva trees stretching along the village boundary justify the 
name Kendubilva. The village is divided into three parts, namely Kenduli, 

Kenduli Patna and Kenduli Sasana. 

Proceeding from the Hansal crossway on the National Highway 
between Cuttack and Bhubaneswar one has to cover a distance of about 
twelve kilometres on the north embankment of the river Kusabhadra to 
reach Kenduli through Prataparudrapur. Similarly by proceeding from 
Fulnakhara crossway on the road leading to Madhava, one has to cross 
the river Praci near Kantapara or Adaspur to reach Kenduli, the birthplace 
of Jayadeva. 

On entering the village from the west, the temple of Nrsimhanatha 
first comes to sight. The temple, built of sandstone, is about 20 feet high 
having a jagamohana (mukhaSsdid). The architectural features of the 
temple lie concealed under a thick coat of lime plaster. Inside the temple 
are two granite images of Nrsimhadeva. Of these two images, one 1S 
Laksmi Nrsimha with the goddess Laksmi on the lap and the other the 
incarnation figure tearing open the bowl of the demon king Hiranya- 
Kasipu. In the sanctum there is an image of Madhava with the attributes of 
conch, wheel, mace and lotus adorned in four hands. Close to the temple 
is a branch of Trimali or Tirumalla monastery of Puri. Laksmana Suri, a 
courtier in the court of Tirumalla Ray, the king of Vijayanagar, (1565-1580 
AD), has earned wide reputation all over India cue to his comedy, 
Srutiranjanion the Gitagovinda. Most probably Tirumalla Ray along with 


; i rik setra (Puri) ¢ established 
his courtier Laksmana Suri had come to Sriksetra (I uri) and 
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the Trimali monastery. Legends reveal that Tirumalla Ray had visited 
Kendubilva. and established a monastery in the village. The pilgrims from 
the south on their visits to Kendubilva used this monastery as a shelter. 
Evidences of these visits are available at the Trimali Matha at Puri. 

From a tank adjacent to the monastery a stone box had been 
discovered. which contained a copper plate inscription. The inscription 
recorded that in his 8th regnal year Narasimha IV of Ganga dynasty, 
had in Saka era 1305 (1383 aD) gifted the village Kinri Sasana 
situated in between Varanasi Kataka and Kalmora Uttarakhanda to 


Mahapatra Naraharidasa Praharaja after renaming the village as ‘Vijaya 
Narasimhapura’. The copper plate also indicates the boundaries of 
the village and depicts the glory of the Ganga dynasty. Some of the 
villages mentioned in the inscription still exist. Of all the copper 
plate inscriptions discovered so far in Odisha it is the biggest one. It 
is said that the homestead land, tank, etc of Mahapatra Naraharidasa 
Praharaja were in this village. Legends reveal that a little away from the 
oe monastery was a sacrificial altar guarded by granite stone pillars where 
Standing sculptire  Jayadeva used to perform sacrifices. In commemoration of this, on the 
“ a ନ୍ନ auspicious day of Aksaya Trtiya, sacrifices are performed. It is believed 
Prataparudraptr that the mounds in the groves at the south of the sacrificial altar was the 
village ancestral home of Jayadeva. 

The temple to the south of this altar enshrines a black 
granite image of a goddess seated in padmdasana with the 
seven-hooded ndga over her head. Beautiful carvings of 
flowers and creepers adorn both sides of the goddess. On 
the left there is a figure of a lion ready to attack while on the 
right side is a devout couple meditating in kneeling position. 
The lower part of the pedestal contains figures of dancing 
girls. The face of the goddess looks calm and composed. 
She has a crown over her head and is adorned with delicate 
ornaments like necklaces, bracelets and anklets on her body. 
A sacred thread passes in between her breasts. and she holds 
in her left hand a full blown lotus. However, the stem of the 
lotus is damaged. On her right shoulder hangs a bunch of 
five mangoes. The other image is almost identical with this. 
Researchers are of the opinion that both the images were 
carved at the same time. The followers of the Vajrayana sect 
might be worshipping the images as their goddesses. Some 
historians identify these images as Candi but the local people 
venerate them as JageSvari and Padmavati. 
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Dasavatara place names around Kenduli village 
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Insicles the temple complex one finds the lower part of a temple 
containing the Sakti of Muktesvara Lirigam. The other granite image of 
Madhava holding conventional ayudhas belonging to this temple is now 
dlisplayed in the local museum. 

Close to the temple in a vast area measuring about six acres, a 
museum named after Jayadeva has been established to perpetuate 
the memory of the great poet. Inside the museum the images of 
Madhava and Laksmt Madhava have been displayed. ‘The stone 
inscription kept in the museum is badly defaced making it difficult for 
decipherment. It probably belonged to the Ganga period. The opulence 
of trees and creepers somewhat confirms to the descriptions in the 
CGitagorindea. Here the birth of Jayadeva (Jayadeva Jayanti) is 
celebrated annually. 

In the past several villages around Kenduli had flourished and were 
named after the ten incarnations of Visnu. The following is a detailed 


discussion on those villages, 


(i) Matsyapura 
Matsyapura under Balipatna police station in the district of Puri is now 
known as Machapur. Tt is about a kilometre south of Kenduli. The 


© 

J Nimapara-Konarka ri *\whic ioinates ard Crossway Passing 
I Tr I para-Konarka route which originates from Uttara crossway passing 
Novirithet through Basant Mila in a southernly direction reaches Machapur. 


Bordering the village is a thatched nmeafha where the 
wooden image of Lord Jagannatha is worshipped. 
On the south of the village, the old brick temple 
of Bhuvanesvara is dedicated to Siva. The temple is 
in a dilapidated state with images of Madhava and 
Buddha embedded in the wall. Inside the temple, 
the granite image of Nrsimhba, tearing open the gut 
of Hiranya-Kasipu is worshipped. The niches on the 
western and southern sides are empty. This image 
of Madhava uncommon as an attending deity in a 
Siva temple might have been brought from some 
other place and installed here later, One kilometre 
away from Machapur on the east one comes across 
nother brick temple with lime plastering called Fula 
Bilas, The images of Trivikrama and Nrsimha occupy 
the niches on northern and southern sides. There is 


a Siva temple named Belesvara at Karunjapur near 


Sana Machapur on the west of Machapur. It appeitrs 
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that the Siva temples in the village are later constructions whereas the 
Visnu temple whose remains and sculptures have been used in the 


temple seems to be of older date. The priests of the 


Siva 
Visnu temple have 
been granted landed property. ‘The Gifgovinda used to be recited in the 
Visnu temple in its daily ritual which now has become occasional only 
on festive occasions. 


(ii) Kurmapura Sasana 

At a distance of about two kilometres to the west of Kenduli is a 
Brahimana settlement named Kuanarpur. It is close to the way leading 
from Fulnakhara on National Highway No. 5 towards Madhava. 
Kiarmapura, now known as Kuanarpur, belongs to the Govindpur 
police station in the district of Cuttack. Close to the northern border of 
Kuanarpur Brahman settlement, there is a village named Bhaghatpur 
in the memory of Bhaghal Devi, the queen of Aniyankabhimadeva 
(1190-1198 an) of the Ganga clynasty. In between Kuanarpur and 
Bhaghalpur, there is a muddy tank full of weeds known as Tara Pokhari. 
On the way leading to Madhava through the village Bhaghalpur, there 
is a temple dedicated to Daksinesvara Siva. Only a few yards away 
from this Daksinesvara Siva temple, is the temple of Dadhivamana 
with constructed stones of about 70 feet high with a covered porch 
(mirkhasd{d). Inside the porch there are granite images of Nrsimhha, 
Varaha and Vamana. Niches earlier occupied by incarnation sculptures 
are now vacant. At the entrance to the porch is a Garuda pillar with a 
black granite image of Garuda mounted on it. A wall of rough stones 
surrounds the temple. The style of the temple appears to be of Ganga 
period. The Gitagovinda is recited here on festive days. 

On the north-west corner of the Bhaghalpur village amidst extensive 
cornfields, Karmapur is situated under the jurisdiction of the Sadar police 
station of Cuttack district. Here the stone temple of Sitalesvara with 
no notable architectural features is situated. The images of Kartikeya, 
Ganesa and Parvati made of granite stone are placed as side deities. 
The stones lying scattered lead to the conclusion that an earlier temple 
existed here and the present temple has been built atop its ruins. On the 
west, at a distance of about two kilometres, there is a place called Nagari 
where the granite image of Krsna is worshipped as Gopindatha. Among 
the incarnations, the idols of Vamana and Nrsitmha are also worshipped 
here. The elderly villagers refer to a lofty Gopinatha Temple which now 
is in ruins. A new temple has come up with the remains of the old one 


and the image has been removed. 
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(iii) Varahapura 

Ata distance of About one kilometre on the north along the banks of the 
river Prici is the Varahapura Brahmana Sdasana. This village under the 
jurisdiction of Govindpur police station of the district of Cuttack is just on 
the wayside route from BPulnakhara to Madhava branching off National 
Highway No. 5. On the south of the village, close to the road leading to 
Madhava, there is a large tank, named Gupta Manika considered holy 
for a ritual dip. In a monastery close to this tank, images of Krsna and 
Jagannatha are worshipped. The monastery perhaps belongs to the 
18th century. At Adaspur on the east, very close to Varahapur, Varaha- 
Visnu and Laksmi-Nrsimha are worshipped together as Varaha-Nrsimbha, 
Inside the temple are images of Radha and Krsna venerated by the 
villagers. At the centre of Adaspur village in a monastery Madhavanancla 
Visnu is worshipped. People believe that Jayadeva often came here 
to propitiate this image, The architectural remains of Adaspur and 
Varahapura might belong to the Ganga period. Adaspur is probably 
named after Attahasadeva, the younger son of Codagangadeva, who 
tounded the Ganga empire. But opinions differ and a few others ascribe 
irs origin to Uddisa of the Vajrayana sect of Buddhism. The Siva temple 
of Svapnesvara and the Jaina statues of Tirthankara Rsabhaceva also 
abound around the place, 


(iv) Bijaya Narasimhapur Sasana 

On the south of the village Kenduli, while excavating the Nrsimha temple 
tank, a large stone container with thirteen copper plates was discovered. 
The plates are a pift deed mace by the Ganga emperor Narasimhacleva IV 
in his 8th regnal year in the Saka year 1305. The deed informs that the 
village Kinri lying between Kalamore and Uttarakhanda was renamed as 
Bijaya Narasimhapur Sasana and was gifted to Mahapatra Naraharidas 
Praharaja. The local people believe that the high 
mound near the tank was his property on which his 
house once stood. 

It is learnt from the gift deeds that on the 
western border of the Bijaya Narasimhapur Sasana, 
there were two Saseana villages called Ulatapur and 
Attabhisapur presently identified with Oltapur and 
Adaspur. Villages of Bhakarsahi and Mohulunda 
mentioned in the copper deeds are the present 
Bhakarsahi and Muhukhanda within the borders of 
Kenduli. Of all the villages mentioned in the copper 
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plate only one remains unidentified. Probably the area around the 
Nrsirmha temple is the earlier Kenduli within the Bijaya Narasimhapur 
Sasana of yesteryears, 

(v) Dadhivamanapur Sisana 

It is located on the east of Kenduli at a distance of six kilometres along 
the side of a canal leading to Niali under Balipatna police station of Puri 
district. Dadhivamana is worshipped in a thatched monastery on the 
outskirts of the village. 


(vi) Bhargavpur 
It is perhaps buried in the river bed of Bhargavi, a branch of the river 
Kuakhai which has its source in Kathjori. The village Bhargavpur derives 
its name from the river Bhargavi which reverberates in a glorious memory. 
The village Baudhakhanda is situated to the east of this place. It is under 
Balianta police station in Puri district and is located at a distance of about 
seven kilometres from Kenduli in a south-west direction. In a modern 
building, an early stone image of Madhava is worshipped as Visudeva 
with recital of Gitagovinedea. From the stylistical considerations the image 
can be dated to the 8th or the 9th century. Every evening, the Gilagovindea 
is recited in the presence of the deity. 

At a distance of one kilometre to the south of the source of the 
river Bhargavi is Purba Sasana (Parva Sasana) from where an image of 
Gopinatha was discovered which is now kept in the Orissa State Museum. 


‘The image could probably be assigned to the 13th century. 


(vii) Ramchandrapura 

Covering a distance of eight kilometres, on the National Highway No. 
5 (Cuttack-Bhubaneswar), from Fulnakhara approaching Madhava and 
then taking a south turn from Kuranga Sasana on the metalled road one 
comes across Ramachandrapura. ‘The village is under the jurisdiction 
of Balianta police station in Puri district and is about six kilometres 
from Kencluli. 

At a place bordering the village at Duduravasta, people worship two 
images of Hanuman Mahavira as the presiding deities. However people 
allege that the image of Rimacandra, their venerated iclol, has been removed 
elsewhere. Purther away from the place where Mahavira are worshipped 
is the Bakresvara Siva Temple with an old tank bounded on the two sides 
by bricks and stones, Half a kilometre to the east from the altar of Mahavi 


- ଝି Soda oa ngder: - fi ‘roof 
ra there is the Iuamous Gangesvan Gada. Codagangagdevi, the founder of 
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the Ganga dynasty used to frequent this place and the Siva Linga then 
worshipped by him is now known as Gangamani. Codagangadeva was 
initially a devotee of Siva. The temple dedicated to Gangamani is built of 
stones with lime plaster. Old bricks found in the construction point to an 
earlier brick temple. A broad road locally called Bhetta connects Cudanga 
Gada to Gangesvara Gada. Even now the road between Gangesvara to 
Sarvesvara, nearly eight kilometres in length, remains undamaged. Some 
settlements of colonies have sprung up by its side. The legendry heroine 
of the famous Kalinga war Janguliki Dhamilla, with flowing long hair and 
an expert in black magic was of this locality and a village on the side of this 


historic road refreshes her memory. 


(viii) Balabhadrapura 

Balabhadrapura is under Balipatna police station in Puri district and is four 
kilometres away to the south-west of the village Kenduli. On proceeding 
from the Uttara crossway through the village of Balakati it lay at a distance 
of one kilometre to the south of Balipatna on the Nimapara-Konarka 
route. In a small modern temple in this Sasana a two handed image of 
a goddess is worshipped as the village deity. In a thatched house close 
to the temple the image of Balabhadra is being worshipped. The village 
named Baudhakhanda in the west, Buddhanatha in the north-west and 
Kaliyuga Bhaghalpur in the south-east of this village are situated within 
a radius of two kilometres. 


(ix) Baudhakhanda 

Baudhakhanda now known as Bodhakhanda is under the jurisdiction of 
Balipatna police station in Puri district. It is about five kilometres from 
Kenduli in a south-west direction and one kilometre south of the Sishilo 
Chak on the Nimapara-Konarka route. Adjacent to this is another village 
called Budhapara. To the north of the village Baudhakhanda in the village 
of Garedi Pancana there is the famous Siva temple of Budhanitha. In 
berwveen the Baudhakhanda village and the Budhanatha Temple a small 
village named Shisilo is situated. Apparently the name Shisila is derived 
from Srisaila. The stone images of Ananta, Vasudeva and Subhadri have 
been discovered during the excavation of the village tank. The stylistical 
attributes of the sculptures ascribe them to the Ganga rule. The architectural 
features of the Siva temple of Budhanatha places it in the Soma dynasty. 
The village Garedi Pancana and the deity Budhanitha have been closely 
linked. The name of the deity was Garedi Pancana, which was probably 
transformed to Budhanatha. Initially it belonged tothe village Bodhakhanda 


70 


Digitized by srujanika@gmail.com 


The Village Kenduvilva and the Area Around 


and this Siva Linga was the community god of the 
surrounding villages. This was probably the cause 
for naming the god as Budhanatha. Half of the 
temple has collapsed. On the eastern wall of the 
inner shrine of the temple there is a beautiful image 
of Madhava. An inscription containing the words 
Brhat prasta dhavena is engraved on it in Prikn. 
The other part of the inscription is illegible. In the 
temple niches there are the images of Ganesa, 
Kartikeya and Parvati. On the western facade there 
is a Sculptured panel depicting the royal court. 


(x) Kalipura or Kaliyuga Bhaghalpur 

A Siva temple constructed of bricks is seen at Bhaghalpur by the side 
of the road leading to Nimapara. It originates from Uttara Chak and 
passes through Balakti. On a broken altar one sees the images of Anantit, 
Vasudeva and Subhadra-Ekanaumsa. The incarnation images of Varihu 
and Nrsimha are placed aside on the altar. The old Visnu temple aus well as 
the Siva temples are now in a dilapidated condition, Close to the temples 
there is « huge muddy and swampy tank covering an area of about twelve 
acres. At the advent of Ganga rule Visnu and Siva were worshipped 
together and these temples testify to this new religious synchronism. The 
village Bhaghalpur has been named probably after Bhaghal Devi. the 
queen of Aniyankabhimadeva (1190-1198 an), who had established this 
village. The recital of the Gitagovinda in the daily ritual of this shine is 
significant in the context of a legend that boasts of Jayacdeva’s association. 
Towards the north-west of the village Kendculi there is another village of 
Bhaghalpur belonging to the district of Cuttack. 

It is not just an accident that Kenduli is surrounded by these villages 
bearing the names of incarnations of Visnu. The kings and queens who 
established these villiges with Brahmins as inhabitants had a great 
design in their mind to boost the religious fabric of this place Keeping 
in tune with the local tmditions. The Visnu and Siva temples and the 
numerous images of Madhava, Anant, Visudeva. Ekanamsa as well as 
the archaeological evidences proclaim the presence of Jayadeva and the 


tradition of the Gitagovinda. 


Vardaha scedplure, 
Demita. 
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few scholars‘ are of the opinion that the poet Jayadeva belonged 

to the court of king Laksmana Sena of Bengal and he was 

born in the village Kenduli situated on the bank of the river 
Ajayua in the district of Birbhum. In support of their opinion they have 
advanced several arguments vhich warrant attention and demand a 
thorough examination. 

It is generally argued that Jayadeva in his Gitagovinda ceters? to 
himself along with a group of poets like Umapatidhar., Sarina, Acinya 
Govardhana and Dhoyi. As these poets belonged to the court of Liksmana 
Sena, very likely, Jayadeva also adorned Sena’s royal court and was a 
contemporary of these poets. But this is only a supposition because 
excepting Dhoy?, no historical data is available to support that the 
other three belonged to the court of Liksmana Sena. The supposition 
gives rise to a chronological problem concerning Laksmana Sena and his 
court poets. 

On the basis of Saduktikarudnstam® of Sridharmdasa, the reign of 
Lakgmana Sena is approximately fixed between 1184-1205 aD. The poet 
Uméapuatidhar® is known to be the writer of Deopanrd a record of king 
Vijaya Sena (1125-60 av). So the possibility of his associtation with the 
court of Laksmana Sena, the grandson of Vijaya Sena is doubtful. Also 


Lo Nihar Ranjan Ray, Bangldra IHihdsa: History of Bengal, Dacca University; 
Maedonell’s History of Sanskrit Literatun. 


2 cvicastipallavayatyaumda patidharah satidardbh stddhim gridm. Janite 
Jayadeva eva Sananah sldghyoduraha drteh. dhoyi Ravi ksmdpatih 
® a Ce 
3 Dhoyi in his Pavanaditam etes 10 ‘Laksmaram Ksannipalam, JS. 1905, 


Pp. sH-71. 


4 The Saduktikarydmtam was compiled in Saka year | 127 — aha a 
saplavcimsatyadhiba Satopeta daseasate. Le. nN AD 1205 in Ine Ist rv a 
king Laksmana Sena “Srimatlalysmanda Sena Ksitipasya tase. ଏ o. This 
indicates that King Liksmand Sena Wats guling from ao 1 t8+ te 1-09. 


5S {nscriptions of Bengal, Vol. 1, p. 49. 
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the date of the composition of the Gitagovinda (1150 an)°, as accepted 
almost certainly, does not tally with the time of Lak$smana Sena, The poet 
Sarna makes a vague reference to a ‘Senakidatilaka’ in one of his stray 
verses” preserved in the Saduktikarnamrtam. The name of this king is 
not known. Moreover the authorship of the ditferent verses is ascribed to 
Samana Deva. Sarina Dutta and Cirantana Sarana, are not probably identical, 
Acanya Govardhana has been established as a resident of Niali Sisana in 
the district of Pun. ft is known from a commentary that his mention of a 
“Senakida Tilaka Bhiipat? in his Andasaptasati refers to Pravara Sena, 
the author of Setubandhakdavyam. Again it is noteworthy that not a single 
stanza from A4mvdsaplasati is preserved in the Saduktikardamrtam. Thus 
the poets Umapati, Siarana and Govardhana have nowhere mentioned the 
name of Laksmana Sena, as has been done explicitly by Sridharadisa,® 
Dhoyvi™ and Halayudha®* in their respective works. 

Moreover some scholars expressed doubts about the genuineness 
of the otherwise controversial verse. The verse” amounts to mocking 
at the illustrious poets and appears to be somewhat improper on the 
part of a poet and devout person like Jayadeva. Even Rana Kumbha also 
known as Kumbhakarna in his Reasikapniy'd commentary expresses his 
grave doubts over the authorship of this particular verse. 

Further, nowhere in the Gitagorinda do we tind any direct or indirect 
reference to king Laksmana Sena or any other king. On the other hand, 
we come across two references in the Gitagovinda that it was written for 
the propitiation of Lord Jagannatha™ only. 

Again the verse under reference gives only the poet's own estimate 
of himself and four other poets. But it does not imply directly or 


6 Sontenir on Jayadeca, pp.13-18, ed. N.K. Sahu, Jayadeva Sianskrtika Parisad. 
Secabhiyadi senavamsa tilakaddasadaniva Sriyah. 


8 Orissa Historical Research Journal Vol. VIL Apnil, 1958. and Gorandhandcana 
and Udayyoidcarya by K.N. Mahapatra. 


9 Sa sri Lalymana ekanirpati. 
10 Pavanadutam-saduktibar-nanmtam. 
No Vijaya rasikamate Laksmana ksaunibharuh, Brahmana Sanvasteam. 


12 N.K. Sahu in Souvenir on Jayadeva p. 10: See also Introduction to Phrisalahan, 
ed. K. Kar, p.292. 


3 Gitagorvinda. Verse No. 4, Vacah patlavayatyuma-patidharah, etc. 


14 “Prityai Sripunasotiamasya nicitam Srigovindakam.” lis quoted from a 
Mmanuscnpt copied in the Ist regnal year of Vimkesarideva. See also 
Gitagovinda, the last verse © Vidpdrah punasottamasya dadatit 
sphitammudam sampadam” 
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indirectly that the said poets were Contemporaries and were associated 


ell-known to the students of 
Sanskrit literature that it was a traditional practice™ with Sanskrit poets 
to compare the merits of one’s own work with those of the others. 
Thus due to the paucity of plausible and authentic evidences. it will be 
historically unsound to arrive at a definite conclusion that the five poets 
referred to in the verse were contemponiries and adorned the same 
roval court. 


with the same court. Besides it is also w- 


In order to prove Jayadeva’s association with the court of Laksmana 
Sena, the following traditional verse is often cited, where Jayadeva 
alongwith the above four poets has been enlisted as the jewel of the 
court of Lak$mana Sena i.e. “Gotardhanasca Sarano Ja yadeva Umadpatih 
Kavirajasca ratnani samitau Laksmanasyaca’. 

This verse is alleged to have been noticed®™ for the first time by Rupa 
and Sanatana Goswami, at Navadvipa three hundred years atter Laksmana 
Sena and the report of which came to us atter four hundred years. As 
the verse lacks the authenticity of any Kind, it has heen accepted by the 
scholars as spurious or one based on hearsay.’ Hence it need not be 
discussed here at length. 

Another vexed issue is Jayadeva’s birthplace. All the commentaries of 
the Gitagovinda have accepted Kendubilva as the birthplace of Jayadeva, 
though the location and the identification of the village Kendubilva has 
become a matter of long-standing controversy among scholars. A tew 
Bengali critics have tried to identify Kendubilva with the Kenduli village 
situated on the bank of the Ajaya river in the Birbhum district of Bengal, 
while their colleagues in Odisha locate the place Kendubilva near the 
Prataparudrapura Sasana between the rivers Praci and Kusabhadra in the 
district of Puri, ® 

The advocates of the Bengul origin of the poet, referto a Bengali hook 
entitled Jayadevacarita by one Banamali Dasa which presents strange 
accounts about Jayadeva. According to it when the father of Padmavati 
arrived at the village Birbhum Kendubilva with his daughter in search of 
the God-ordained groom Jayadeva, the villagers told him that they knew 


) i i inti i (es + Ravikirti; Rajasekhara’s Balactmatana, 
15 Sce Aihole inscription of PulakesiH by Ravikirti; Rajase khara’s Bal \ 


PV. Kane, History of Sanskrit Poetics, p-203. 
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17 OHA Vol. VIL Oct. 1958 & Jan. 1959, Nos. 3 & «4 p. 195-90. 
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18  Gitagorinda. 3¢d canto: Vargitam Jayadeoabena haveridam pravanene 
Kinduvilva sandra sambhava rohit namanend - 
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nothing about Jayadeva or his parentage; but, however, they had seen 
a lunatic named Jayadeva in the village. The very basic fact that the co- 
villagers did not know anything about the great poet and his parentage 
demolishes the theory advocated on that basis. 

The authenticity of the Jayadevacarita is challenged” by scholars. 
This work has been published by Bangiya Sahitya Parishad, Calcutta, 
from a single manuscript of the work in 1803 ap. Nothing is known about 
the original manuscript nor has a second manuscript of this work been 
discovered anywhere in Bengal.” 

Further, to support this identification, the association of poet 
Jayadeva with the temple of Radhavinoda, and a Vaisnava matha at 
Kenduli is persistently asserted. It is also said that an annual fair on 
the tull-moon day of Mdgha is held at Birbhum Kenduli in honour of 
the poet. However, the argument does not hold ground. The image of 
Radhavinoda whom Jayadeva is said to be worshipping daily, as well as 
the temple, was constructed by the mother of Maharaja Kirticandra of 
Burdwan in Saka year 1614 (1692 an)*#! while the Vaisnava matha was 
established there early in the 18th century ap by Brajavasi Radhamohana 
whose 9th successor is now the pontiff of the matha. Had this Kenduli 
been the birthplace of Jayadeva, Caitanya would have surely visited the 
place and the extensive Vaisnava literature of Bengal written in post- 
Caitanya period would have been vociferous in the glorification of the 
shrine. The conspicuous silence in this matter on the part of the great 
goswdamin proves that the advocacy in the favour of Birbhum Kenduli as 
the alternative and in course of time authentic place of birth of Jayadeva 
started after the construction of the Radhavinoda Temple here at the fag 
end of the 17th century. 

From the above analysis it appears that the attempts, in some quarters, 
made to identify the Kendubilva of Gitagovinda with the Kenduli of 
Bengal on the basis of the hyped myth described in the Juyadevacarita are 
of little historical significance and even rarer authenticity by supporting 
literary evidences. 

Here it may be mentioned that the Kenduli of Birbhum was not known 
in Bengal up to the 18th century ab. Because the Bengali Bhaktamela of 


19 K.N. Mahapatra, Souvenir on Jayadeva, pp.22-4. 


20 Virabhum Vivarana, H.K. Mukhopadhyay, 1323 Sal, p.201. “Kon ddarsa puthi 
hatte iha grantha nakala kardhaya, tahd jana Jaya navgrantha anya kothao 
pdoya jaya main 77", | 


21S. Sen, Bangla Sahttyera Itihdsa, p41. 
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Krsna Dasa** of the 18th century bears ample testimony to Puri Ke 
as the birthplace of the poet. In this conne 


ndubilva 
ction the following observation 
of William Jones, who was interested in ascertaining the birthplace of 
Jayadeva, is remarkable, since it points to a place in the south beyond 
Bengal. As he had earlier denounced the south i.e. South India. by this 
south he meant south of Bengal, that is, in Odisha. William in his article 
written in 1784 and published in 1799 remarks®: 


“I had hope of procuring the original music (of Jayadeva), but 
the pandits of the south referred me to those of the west and the 
Brdahmancas of the west would have sent me to those of the south 
while they, I mean those of Nepal and Kashmir, declared that they 
had no ancient music, but imagined that notes to the Gitagovinda 
must exist if anywhere in one of the southern provinces where the 
poet was born”. 


Jones again in the Preface to his English translation®' of Gitagovinda goes 
on to observe: 


“...Gitagovinda; it was the work of Jayadeva, who flourished, it is 
said, after Kalidasa and was born, as he tells us himself. in Kenduli, 
which many believe to be in Kalinga; but since there is a town of 
similar name in Burdwan, the natives of it insist that the finest lyrical 


poet of India was their countryman”. 


From the above citations it is clear that Jones, a Judge of the Supreme 
Court, tried for ten years to collect correct information about the poet 
and concluded that Jayadeva was born in one of the southern provinces, 
Further he recorded the belief of the people that Kenduli, the birthplace 
of the poet was in Kalinga (presently Odisha). It is also evident from 
his statement that by this time attempts were made in Bengal to claim 
the “finest lyrical poet of India as their countryman” on the grounds of 
similarity between the names of Kencluli in Burdwan and Kendubilva 


mentioned in the Gitagovinda. 


22 Published by Vasumati Sahitya Mandir in 1922 ab. 


23 “On the musical modes of the Hindus” in Asiatic Researches, Vol. 111799, pp. 


83-84. 


. + Sir Willi: s and published by 
24 Preface to the Gitagovinda, translated by Sir W illiam Jones ¦ 


Upendralal Das, Calcutta, 1894. 
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It is a mockery of history that at the time of William Jones, Orissa was 
not annexed to the British Empire’, neither could Jones visit Puri nor was 
he able to procure the correct information through British officers. Thus the 
village Kenduli in Burdwan as mentioned in the Musical Modes of Hindus 
by Jones, was repeated in the Lyrical Drama, a Latin translation of the 
Gitagorinda, by the French scholar Lassen in 1837. Though Lassen 
referred to Burdwan as the birthplace of Jayadeva, he expressed his 
doubts and was not firm in his convictions because for him “the locality 
was doubtful.” But Edwin Arnold, notwithstanding Lassen’s doubtful 
premise. recorded in his Indian Song of Songs (1857) that the poet 
Jayadeva belonged to Bengal. The later scholars have indiscriminately 
repeated what Arnold had said without caring for its authenticity. 

As an alternative to an erroneous point often repeated we would 
like to quote Sukumar Sen, an authority on the cultural history of Bengal 
as well as Sanskrit Literature.” Sen declares the earlier assumptions as 


baseless. Sen opines: 


“There might have existed a village called Kenduli in Bengal in the past, 
but it does not exist at present. Though the place where the meld or 
annua fair is held in honour of Sri Jayadeva is vaguely called Kenduli, it 
has got no connection with any village. The meld is held on the sandy 
strip of land on the bank of the Ajaya river on the day of Pausa Sankranti 
for taking bath in its water. The name of the adjoining village is not 
Kenduli. There is no evidence regarding the existence of the Kenduli 
village in this locality. Only the mela held on the occasion of taking a 
dip in the holy water of the river by a vast crowd of people on the first 
day of the auspicious month of Makara is known as Jayadeva-Kenduli’ 
or simply ‘Kenduli’. Investigation is to be made to find out whether the 
word Kenduli is more commonly used in this region for denoting a meld. 
There is no mention of Jayadeva nor is there any reference to Kenduli 
or any other place as the birthplace or place of residence of Jayadeva 
in the literature of the day of Caitanya. The birthplace of Nityananda is 
not very tar from this place. So the silence of the biographer of Caitanya 
about the existence of Kenduli is really surprising. The history of the 
temple and sacred precincts starts only from 1694 aD. (Supposed to be 
the year of construction of the temple)". 


25 For the first time, Orissa was ruled by the British in 1803 abn. 


26 Bangdla Sdahityera Itihdsa. Vol. I-Part 1, 1967 edn., p.41. The English rendering 
of the Bengali passage is taken from Souvenir on Jayadeva, p.33. 
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The historical accounts presented by Sen in the passage cited above 
establish beyond doubt that no village named Kenduli ever existed or is 
now existing on the bank of the Ajaya River in the district of Birbhum and 
thus the gratuitous assumptions regarding the birthplace of Jayadeva in 
Bengal appear to be set effectively at rest. 

On the other hand the Kenduli Sasana on the Praci river in Odisha 
can easily be identified with the Kendubilva of Jayadeva, based on a 
series of plausible and convincing grounds. 


Candradatta, a scholar of Mithila, in his Sanskrit Bhaktamdlda records: 


Jaganndthapuriprante dese caivotkaldabhidhe 
Kinduvilva iti khydto gramo Brahmanasambkulah 
Tatrotkale dvijo jdto Jayadeva iti $srutah 


Vidyabhydasaratah Santah purusottamaptijakal” 


The accounts given by Candradatta appear to be based on first hand 
information as his personal presence at Puri is ascertained by his repeated 
reference to the glory of Lord Jagannatha and to the extraordinary 
religious practices™ prevalent only at Purusottama Ksetra. 

The Brahmana village Kendubilva referred to by Candradatta 
as the birthplace of poet Jayadeva is located, undoubtedly, near the 
Prataparudrapura Sasana located between the Pract and Kusabhadra 
rivers under the Balianta police station in Puri dlistrict in Odisha. 
The Kendubilva Siasana is now divided into three parts i.e. Kenduli 
Sasana® (a Brdhmana settlement), Kenduli Deuli (seat of temples) and 
Kenduli Patna (village inhabited by a group of people belonging to 
various castes). 

The statement of Candradatta is further corroborated by a more 
authentic evidence furnished by Narayanadasa, the great grandtather 
of the famous rhetorician Visvanatha Kaviraja of Odisha. Narayanadasa, 
in the late 13th century, wrote his Saravdngasuncdar commentary on 


hoa! ` 
the Gitagovinda where he has clearly stated that the Kendubilva”' ot 


$ te ଏ ” seh pai 
27 Bhaktameadla published by Ksemaraja Sri Krsna Dasa, Venkatesvara Press, 


Bombay, Sarga 39. p.61. 

28 Anyatra dvija samsprstam bhoktum na Jdyate manah Er 
Jagannathapuresnati sarvasresthadvijopt hi, Bhaktamald, 149 Sarga, p. sL- 

29 In Odisha, scisanea specifically means a village given by kings for Brahimana 
to reside. 

30 Sheet No. 73/FH 16 one inch Topo map. 


” a-rohiniramanena. 
31 Gitagovinda. 3rd canto: Kenduvilva-samudra-sambhava rohinirameas 
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the Gitagovinda is none other than Kendu vilvakhya Sdsana.* Also in 
this connection the evidence supplied by Rana Kumbha, the author of 
the Rasikapriyd commentary on the Gitagovinda, is very revealing. In 
the middle of the 15th century the learned commentator records that 
Kenduvilvam tat Sasanam 

The authentic statement of the commentators noted above, 
convincingly establish the identification of Kendubilva withthe Brahmana 
village Kenduli Sasana on the Prici River near Puri, whereas the so called 
Kenduli on the Ajaya River loses its ground as it was never a Sdasana or a 
Brdahmeana village known to the students of history. 

Scisanahas a great significance in the cultural history of Odisha. Right 
from the Somavamsi Emperor Yayati Kesar (9th century. AD) a number 
of Sdsana villages as the cultural centres were established throughout 
Odisha from time to time by the rulers. Kenduli is undoubtedly one 
of them which bears the testimony to that tradition. The cultural and 
devotional environment of the Sdsana situated in the Praci River valley 
and in the adjacent area is beautifully recorded in Sobhanesvara™” and 
Meghesvara™ Temple inscription composed by Udayana Acarya, the 
younger brother of Govardhana Acarya in 1180 ap. The descriptions 
aptly reveal the cultural heritage of the area where the Kenduli Sisana 
is situated. 

Another glorious facet of the village Kenduli on the Praci River in 
Odisha is that it is rich in its archeaological wealth and has a longstanding 
tradition to justify the village as the birthplace of the poet. The village is 
surrounded by old brick as well as stone temples and sculptures belonging 
to Saiva, Vaisnava, and Sdkta faiths, some of which are attributed to 


the 10th and the 11th century aD. Interestingly a two armed image (both 


32 Quoted from the manuscriptol Sanvdngasundarifikd preserved in the Orissa 
State Museum, Bhubaneswar. 
“Kinduvilvakhyam Sdsanam tacca mahattvat samudratven riipitam tadevam 
kinduvilvasdasandfjdtah tasyaivonnatikdrako yatha sdgard{jatah candrah 
sdgararrddhtkaraka ttyarthah.” | 


33 Kasikapriya published with the Rasamanjar, a commentary on the 
Gitagorvinda in the Kavyamald series. 


34 J-B.O.KS, Vol. XVI, 1931., p. 119-135. Kvacidderedipa kracidapl 
taddageahkvacid drumah, mathd piija kvdapt kvacidapt tathda mandapacaydh 7 


prapah kvapi pratipadamudda krsttiraho, bibhdanti Kymecicakre Jaladhi valaye 
Jasya parila “, 


35 JAS. Bengali Yol. IXVL, 1897, pp. 18-24. “Apdamsdalamalah pathi patht 
tadcdgah pratipuram. pradipah samptiiorudh pratisuragrham yasya vimald. 
mafha vedadindam dvijapuravihdrah pratidisam, bircdfante satraityapi ca 
paritah setunivahah” ` 
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the arms broken) with heavy matted locks is worshipped by the local 
people as the sage Jayadeva. The two goddesses—Ambhika and Jagesviri 
beautifully chiselled out of black chlorite, are the objects of interest and 
veneration in the locality and they are regarded as the presiding deities 
of the village. It is said that Jagesvari was originally installed under a 
kendtt tree and Ambika under a bilva tree, because of which the place 
was named as Kendubilva. A peculiar ritualistic practice is still in vogue 
in the temple. Durga Saptasati, commonly recited before the goddess, 
is replaced by the recitation of the Gitagovinda. This undoubtedly is an 
indication of the popularity of the Gitagovinda in that locality. About two 
miles south-east of the village is the confluence of three rivers, the Praci, 
the Kusabhadra and the Dhanua. The confluence is regarded as Triveni 
with a halo of sacred traditions. The Visnu worshipped here is named 
Triveni Madhava and an annual fair is held here on the Amadavcdsyd, new 
moon day of the month of Mdagha*. Triveni Madhava, and the Triveni 
fair held in his honour are attributed to the Ganga period and are 
referred to by late medieval literature including the Kapila Samhitc and 
the Pract Mahatmaya”™ 

‘The poet Jayadeva was a great clevotee of Madhava.* A number of 
old Madhava temples attributed to the pre-Ganga era™ are seen around 
the village Kenduli Sasana. The Madhava images beautifully carved in 


36 Kapila Samhita published by Rutnakara Gargavatu pp. 105-106. Triveni 
searngeameam tatra mahdpunya praddayakam, tatra sncnam meahipela 
meghamedse prakirtitam. Sarveatra sukhasancdare vidvajjanamanohare, tatra 
vilvesvaro nama cilvamrddasrito harah. 


37 Pract Mahcitmeaye gives an elaborate description of all the temples and other 
sacred places existing on the banks of the river Perici. 


38  Gitagovinda. 1st verse “ Redliamedhavayorjayeant ... 


39 The History of Kalinga, Subba Rao, pp. 180-182. 
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chlorite stone and the famous Madhavananda Temple nearby the place 
in the Praci River valley show the richness and the glorious tradition of 
the place in Madhava faith. The beautiful Nilamadhava” image of 9th 
century is still worshipped at Gandharadi near Baud town. This was 
the cultural and religious milieu of the place where Jayadeva was born 
and brought up. This inspiring environment with Madhava-centric faith 
perhaps provided him with the required incentive and accentuated his 
rapturous feelings to sing the glory of his Madhava who is none other 
than the Jagannatha or Jagadisa*! enshrined in Puri. 

Thus the Kenduli Sasana on the Praci River, rich in historical, 
archaeological and devotional temper and verve, should be accepted as 
the birthplace of Jayadeva in preference to any other place in India. 

In Odisha we find the names of a number of villages originated 
from the names of the familiar trees grown in that area. Owing to the 
preponderance of kenduwu trees, a series of village have, accordingly, 
assumed the names like, Kendupadara, Kendujhara, and so on. This has 
also been evidenced by epigraphical records of Ganga Era.* Likewise 
the names of Belaguntha and Vilvesvara etc, came into existence. 
Further Odisha is noted for its extensive forests of kendu trees, the 
leaves of which form an important source of income to its exchequer. 
In fact the Kendubilva or Kenduli village on the Praci River must have 
been so named because of its surroundings, full of kendu and bilva 
trees, the remnants of which can be seen even today. Thus the very 
name militates against the supposition of Bengal origin of the poet, 
as there is no fruit or tree with the name of kendu, known anywhere 
in the State of Bengal.” 

One of Lingaraja Temple inscriptions™ is relevant for a discussion. 
It is specially important that the epigraphical record speaks of a 
famous venerable sddhu named Jayadeva who was living near 
Jagannatha Puri in the 12th century. The presence of the saintly 
poet was required on the occasion of presenting a Mahdadipa in the 
temple of Kirtivasa by an old and aristocratic lady named Medama 
Devi. As the date of inscription tallies with the period of the saintly 
poet Jayadeva, the Sadhupradhdana Jayadeva of the inscription, can 


40 Jagannatha is well known as Nilaimadhava in Purdnas and in tradition. 
41 Gitagovinda. “Jayajagadisa Hare’ 

42 J.A.S.B., Vol. LXV (1896), Pu. I, ed. N.N. Basu. 

43 In Bengal it is called ‘Gaba (Galava). 


44 Inscriptions of Orissa Vol. 11, p.294 
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easily be identified with our poet of repute, and thus our argument is 
further corroborated. 

The ten incarnations™ of Krsna as described in the Gitagovinda 
were very popular in Odisha prior to the advent of Jayadeva. The two 
Visnu images*® with side figures of the ten incarnations belonging to 
the 8th century ap discovered at Saintala in the district of Bolangir of 
Orissa, are the earliest and finest representations of ten incarnations. 
Apart from this. the dasdvatara images of the 7th century preserved 
in the Tirthamatha, under the jurisdiction of Erasama Police Station 
of Cuttack district, the images of ten incarnations ascribed to the 9th 
century, found in a temple of Kakatapur in the district of Puri, the 
existing dasdvatdra images in Odisha, had perhaps, inspired Jayadeva 
to compose the famous hymn to Jagadisa Hari or Jagannatha of Puri. 
This long standing tradition of ten incarnations in Odisha, which has 
been faithfully preserved in the Gitagovinda, indirectly supports our 
conclusion of the poet’s Odishan origin.” 

The immense popularity of the Gitagovinda in Odisha, brought 
about a remarkable change in Odishan iconography. In the post 
Jayadeva scenario we notice Jagannatha, the state deity of Odisha, 
began to be regarded as another form of Krsna, which has been 
evidenced by epigraphical records™ right from 1278 ap. The earlier 
images of four handed Visnu with conch, disc, mace, lotus began to be 
replaced by the image of the two handed Krsna standing in a tribhariga 
pose, playing on the flute and surrounded by gopi. This historical 
phenomenon is substantiated by the availability, throughout Odisha, 
of a number of Gopinatha images attributed to the Ganga period, 


45 Giltagovinda. Verse 5 “ Dasdkrtikrte Krsndaya tubhyam nama. 

46 J.K.H.R. Society Vol. I, Nos. 2 & 3, pp. 124-125. 

47 P.C. Bagchi opines that the Vaisnavism in Bengal contributed largely the 
systematisation of the theory of dasdvatdra. This clictum does not 
scrutiny in view of the ample archaeological evidences found in Odisha. 
History of Bengal, Dacca University p.403. 

48 £7, Vol. XII, p.150. Krsna is substituted tor Jagannatha in the mr 
Candrika Devi in the Ananta Vasudeva Temple of Bhubaneswar dated ab 12°8. 


49 O./.R). Vol, Oct. & Jan, 1959, No. 3 & +. a . 
(i) The Gopinatha image discovered from Dharmasala police Lin; 
(ii) Three Gopinitha images of Alapur, Hirapur and Sarakana villages of Orissa. 

(an 1278-1307). 

(iii) Gopinatha images of Rem 

(iv) Gopinatha images of Somesvarapur (ab 1264). 

(v) Gopinatha images of Bagesvarapur, near Pipili 


una, (c. Ab 1278-1307). Balasore district. 


(an 1264-1278). 
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whereas. according to R.D. Banerjee, “No images of Krsna earlier than 
the 15th century has been discovered anywhere in Bengal or Bihar”, 
This should be considered as no less weighty in strengthening 
our conclusion. 

Moreover the gita (songs) of Jayadeva are exclusively meant 
for Govinda. This Govinda is none but Lord Jagannatha of Puri. The 
significance of the sanctified mantra, traditionally uttered in the worship 
of Lord Jaganniatha, bear ample testimony to this conclusion. 

It is remarkable that the earlier commentaries on the Gitagovinda are 
written by the Odishan authors. Udayana Acarya, the younger brother 
of Govardhana Acarya and a junior compere of Jayadeva had written 
a commentary entitled Bhavaribharvin® while Narayanadasa wrote his 
Sarvargasiodar commentary in 13th century AD. 

Further the earliest imitations of the Gitagovinda have also 
been written by Odishan scholars. The Abhinava-Gitagovinda® of 
Purusottamadeva (15th century Ab) have been accepted on all hands to 
be the earliest imitations. Apart from the two referred above, we have 29 
more works of this type, which were written by the scholars of Odisha.™ 
This glorious tradition of preservation and dissemination of Jayadeva’s 
music and genre in Odisha, and nowhere in any province of India, 
confirms Odisha’s claim of the poet as her own. 

Mediaeval Odia writers have taken advantage of all the musical raga 
(notes) used in the Gitagovinda. This is amplified in the poetic creations 
of Upendra Bhanja, a 17thcentury poet whose work heralds the beginning 
of Odia poetry in its popularity. In general, the impact of the Gitagovinda 
in the later Odia literature is immense.™” The Bengali literature certainly is 
devoid of such Gitagovinda nuances.™* 


50 R.D. Banerjee. Eastern India School of Mediaeval Sculptires. 
S51 Om Klim Krsndya Govindaya Gopijanavallabhdaya Svaha. 
52 Dusgupta and De, History of Sanskrit Literature. p. 666. 


53 Arnydsaptasati, colophon. “ udayana Balabhadrabhydm saplasti 
Sisyasodardbhydam nama” 


S54 The manuscript is preserved in the Orissa State Museum, Bhubaneswar, No. 
L/129. 


55 O.ZLR,J. Vol, IX, 1960, Nos. 3 & 4. pp. 51-68. 


56 A paper - “Contribution of Orissa to the field of Sanskrit Gitakdeyas" has 
been contributed by the present writer to the proceedings of the Inernational 
Sanskrit Conference, New Delhi, 1972. 


57 See the Article of K.C. Panigrahi in Jhankedra Vol. XXL, No. 10, Jan. 1970. 


58 Maydhar Mansingh, History of Oriya Literature, (Odia versio, pp. 130-138. 
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Another significant point that should not be missed here is that 
Caitanya (1509 an) for the first time discovered the jewel of Gitagovinda 
in Puri and came to realise the religious merit of the work from Raya 
Réamananda on the banks of the Godavari when the Master was on his 
peninsular pilgrimage.” Had it been written in Bengal the Master would 
have known it before his sojourn to Puri. 

It is quite interesting to note that a manuscript (No. 225) dated 1794 ap 
preserved in the Bodlin Library of Oxford University, London, gives a clear 
reading as “ Utkaliyena Jayadeva.” Moreover the palmleat manuscripts of 
the Gitagovinda are found in plenty in every village in the nook and corner 
of Odisha which show its tremendous influence and immense popularity 
in Odisha. Apart from this, the correct reading and the exact number of 
genuine verses of the Gitagovinda are conveniently ascertained® from the 
literary records traditionally available only in Odisha. 

Very recently a few poems, the authorship of which is attributed to 
the celebrated poet Jayadeva, have been discovered by two Odishan 
scholars.®! The poems are written in proto Odia language mixed with 
Sanskrit style. Some striking similarities in the tenor and manner of 
the Gitagovinda are conspicuously seen in the poems. The colophons 
are more akin to that of the poet's astapadi found in the Gitagovinda. 
However before embarking on any conclusion these poems need 
careful consideration. 

The Gitagovinda is an inseparable part of Odisha’s uninterrupted 
religious tradition. The earliest reference to the Gitagovinda is found in 
the Mddalapanji or the Jagannatha temple chronicle which describes" 
that Kavi Narasimhadeva (1278-1306 ap) the son of illustrious Lingula 
Narasimhadeva introduced the recitation of the Gitagovinda into 
the liturgy of Jagannitha temple of Puri. This has been re-ordained 
epigraphically by Gajapati Prataparudradeva (1504-1532 ab) through 
an Odia inscription belonging to the Jaya Vijaya series. The tradition 
of dancing and recitation of the Gitagovinda before the Lord inspired 


others to follow, and as a result the Gitagovinda recitation has become a 


59 “Sriksetrm” Bengali, p. 243. 
imitations of the Gitagorvinda” has heen contributed 


00 OP ନ co 
a ee Al Conference XX¥I Session held in 


by the present writer to the All India Orient: 
Ujjain, 1972. 

G1 Bansidhar Mohanty in Jhankar, April, 1969; ୯ so 
Sdhityare Jayadera in the Appendix VH. pp- 215-219. 

62 Meadaldpdaniji, p.30. “ Buttara kaci Narasimha Deva Redja hoile. Gitagocinda 
silou kale” Subhadele). 


also N.N. Pradhan, Oriya 
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tradition in almost all the Visnu temples in Odisha. Thus the role played 
by the Gitagorinda in the religious tradition of Odisha cannot just be 
underestimated. From the cultural and literary history of Odisha we 
come to know that there were great authors in different subjects whose 
surname was ‘Deva’. Thus we find ‘Deva’ has been suffixed to the 
hisorical names Jiva. Bhava, Bama, Gopala, Vasu, Jaya, etc. A number of 
copper plates issued by the Bhaumakara kings reveal a number of names 
like this. Many roval preceptors, Brahmana by caste, bear the surname 
‘Deva’. Besides this, many learned poets of the illustrious family of the 
famous Karidindima fivadeva," were having the same surname ‘Deva’. 
Thus most likely Jayadeva came of such a family in Odisha. 

That Odisha was the land of Jayadeva, has been unequivocally 
supported by a series of literary evidences, recorded in the works, 
written in different parts of India beginning from the 12th century to the 
present era. The Alamkdarasekhara of Kesava Misra preserves a verse 
as an instance of literary blemish, the authorship of which is attributed 
to Acarya Govardhana. The verse,” under reference, states clearly 
that the poet Jayadeva belonged to Utkala. The Sampradayapradipa 
of Gadadhara Dvivedi (1533-54 aD) explicitly states that Jayadeva 
belonged to Utkala.® Mahipati of Maharashtra in his Bhaktavijaya 
speaks of the celebrated poet Jayadeva and records that the poet was 
an inhabitant of village Tinduvilva® near the sacred city of Jagannatha. 
Navaji of Gwalior in his Bhaktamadala in Hindi assigns Jayadeva to 
Utkal.® Candradatta of Mithila, already referred to above, mentioned 
beyond all doubts, that Jayadeva belonged to a Brahmana village 
named Kendubilva near Jagannatha Puri. Even the modern writers like 
Sambasiva, the author of a work on music the great composer, the 


63 Binayaka Misra, Orissa under the Bhumakara kings. pp. 4-7. 
64 A Das, Catalogue of Sanskrit manuscript of Orissa, Yol. I, Preface p. XC. 


65 Bangla Visvakosa, Nagendranatha Vasu ed. p.663; 
Alamkdarasckhara, Kesava Misra, 2nd Ratna, 
Prak pratyak prthivirtoparisadi 
Prakhydata samkhydavatam 
ahnayadbhiutatarkakarkasataya 
vicchidya vidyamadam 
ye kepyutkalabhiipate tava sabhd 
sambhdavitah panditah 
pattram Srifjayadevapanditakaris 
tan miaddhni vinyasyati. 


66 PV. Kane, History of Dharmasdistra Literature, Vol. 1. p.660. 
67 Tindu, Kindu and Kendu are synonyms in Sanskrit. 


68 J.K.H.R Society Vol. I- pp. 243 & 245. 
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Maharashtrian critic Hiracand®, the historian V. Varadachary, Sukumar 
Sen, Parasuram Chaturvedi” and Malani Suryanarayana Sastry, the 
author of Kavijivani Carita are of the opinion that Jayadeva was a poet 
of Odisha. To conclude, we would like to gladly quote the unequivocal 
remarks of Ashutosh Bhattacharya, Professor of Bengali, Calcutta 
University, who almost gives a verdict that Jayadeva was an Odishan 
and in reality the annual festival observed at the Kenduli of Birbhum, 
is a Baul Meld and it has no relation to the birthplace of Jayadeva. The 
assumption that the poet belonged to the court of Laksmana Sena of 
Bengal is not acceptable because of his unchallengeable affinity to 
Odisha and its deity Lord Jagannatha.™* 


69 Gitagovinda, H. Hirachand ed. Introduction, Bombay, 1865. 
i Asiatic Society. Calcutta. 

70 Sekh Sicbhodaya ed. Sukumar Sen, Introduction, p.7. Asiatic Society C 

71 Uttarabhdrat ki Santha Parampara. 


72  Yugavani 7th June, 1909 (A Bengali Weekly). 
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Gopinatha and Jayadeva 
Thomas E. Donaldson 


Ithough many of the early rulers of Odisha professed to be “devout 

followers” of Visnu (Paramavaisnava),’theearliestextant Vaisnava 

emples date only from the 10th century. Examples of Krsna-lila 
scenes and several avatdra do appear in the iconographic programme of 
earlier Saiva temples, however, including images of Rama, Parasurama and 
Balarama on the Simhanatha Temple to suggest that already by the late 9th 
century Balarama and not Krsna was considered as the eighth avatdra of 
Visnu, that Krsna was considered as equivalent to Visnu. This is also evident 
on two broken images of Visnu at Saintala, in Bolangir district, dating to 
the early 10th century, where the dasdavatdra are carved on the back-slab, 
Balarama, being the eighth avatdra. The iconographic programine of the 
brick Indralath Temple at Ranipur-Jharial in Bolangir district, the earliest 
surviving Vaisnva temple, combines Saiva and Vaisnava imagery with 
Lakulisa, Nataraja and Camunda appearing along with Nrsimha, Varaha, 
Piitand- Vacdha and Hanuman among the identifiable images, suggesting 
that Vaisnava iconography is in its incipiency. Although the niches on 
the Nilamadhava Temple at Gandharadi in Baudh-Phulbani clistrict, also 
dating to the early 10th century, are now empty, there are detached and 
fragmented images within the compound of several avatdra, including 
Matsya, Karma, Varaha and Vimana to suggest that all ten were probably 
included within the iconographic programme as dvarana-devatd. In that 
all of these earliest examples appear in western Odisha, it is probable that 
introduction of the dasdvatdra is associated with the SomavamSi-KeSari 
rulers moving into Odisha at this time from the upper Mahanadli vale 
the mid-10th century Vaisnava temples with dasdvatdra were even being 
constructed in eastern Odisha, as evident on the Panica-Pandava Temple 
at Ganeswarpur. Though most of the iconographic programme is missing, 


1 See Prabhat Mukherjee, History of Medieval Vaisnacism im Orissa (Calcutta, 


19-40), pp. 7-13. 
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the niches on the north-west corner shrine are filled with Krsna-lila 
scenes, while other examples appear on the sides of the platform where 
they alternate with erotic motifs. Only two images survive from the niches 
of the main shrine, one of Buddha and the other of Krsna Yamalarjuna, 
suggesting that the iconographic programme probably combined Krsna- 
lila motifs with dasavatdara, though it is not known if all ten avatdra 
were included. By the 11th century, Vaisnava temples were even being 
constructed at Bhubaneswar, as attested by the small temple within the 
compound of the Paramaguru family adjacent to the Sisiresvara Temple, 
where the dasdavatdra served as dvarana-cdevatd. Eight of the avatdra are 
in situ with only Buddha and ParaSurama missing. 

Thus, by the mid-10th century, Krsna-lila scenes depicting Krsna 
defeating various demons were gradually being replaced in popularity 
by the dasdvatdra theme of the incarnations of Visnu. Also emerging 
at this time is the motif of Krsna as Gopinatha, Krsna playing his flute 
and sporting with gopi, cowherdesses, in the forest, a theme stressing 
Jove rather than battle. Although there is a small scene of Krsna and 
Balarama with gopi on the Simhanatha Temple, along with possible 
scenes of Krsna sporting with the gopiin the forest, the earliest surviving 
example of Krsna playing a flute is a small image carved on one of the 
balcony balusters of the KosaleSvara Temple at Baidyanath in Bolangir 
district. dating to the late 9th or early 10th century. Perhaps the most 
important large images of this new concept of Krsna is the detached 
images in the Birinchi-Narayana Temple at Palia, in Balasore district, 
dating to the late 10th century. The theme is Krsna Govardhana with 
Krsna lifting up the mountain with one of his left hands. He is four- 
armed and holds a cakra in one of his right hands. The other two 
arms embrace a female on either side, a pose possibly influenced by 
images of Kama embracing Rati and Priti. The female figures probably 
represent gopi and the scene most likely alludes to the upcoming rdsa 
dance in which Krsna multiplies himself so as to stand between each 
two damsels. 

Although the official faith of the SomavamSsi-Kesaris was Saivism, 
they were cosmopolitan in their religious outlook and even revived the 
Vaisnava shrines of Jagannatha at Puri. In the 12th century, with the 
conquest of Odisha by Codaganga and the establishment of the Ganga 
period, Vaisnavism comes to the forefront. Although Codaganga was 
originally a Saivite, after his conquest he adopted Vaisnavism. He had 
close connections with the Colas and Calukyas of South India as attested 


inthe Gartesvara Temple inscription of 1136 ap where endowments were 
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made by a brahmin named Kamandi who belonged to the Cola country.? 
It was about this time that the philosophy of Visista-advaitavada was 
being propagated in South India, by Srivaisnava teachers, many of 
whom including Ramanuja, Visnu Svami, Madhvacarya and Nimbarka, 
made Puri the centre of their activities and established matha there for 
the propagation of their religious faiths. Of these four great reformers 
of Vaisnavism, only Nimbarka proclaimed Radha as the Sakti of Krsna 
and his spouse in divine sport. It is quite probable that the exaltation 
of Radha as espoused by the Nimbarka school at Puri inspired the 
erotic mysticism developed by the poet Jayadeva in his Gitagovinda.? 
From the Antirigam copper-plates of Jayabhanja we know that 
Srivaisnavism was popular even with feudatoy rulers in Odisha and 
it was probably due to this receptive climate that the South Indian 
reformers moved to Odisha.” 

In his invocation in the Gitagovinda, Jayadeva addresses all ten 
incarnations of Visnu while describing Lord Krsna as Jagadisa-Haré, thus 
associating Hari with Jagadisa who is responsible for these incarnations, 
JagadiSa being a synonym of Jagannatha. The gita of Jayadeva are meant 
exclusively for Govinda, none other than Jagannatha, and it was a hymn 
to Govinda which was solely intended to be sung before the deity, 
certainly not to gain the goodwill and favour of any patron.’ In the third 


canto the author states: 


This, of Hari alone, is a song by the famed Jayadeva, who arose, as 


out of the ocean the moon, from the village of Kendubilva. 


Many scholars identify this Kendubilva as a site of the Ajaya river in the 
Birbhum district of Bengal. More convincing, however, are arguments 
of Odisha scholars, such as K.N. Mahapatra and B. Rath, who identity 
it with the village of Kenduli in the Puri district of Odisha, between the 
Praci and Kusabhadra rivers and close to Prataparudrapur Sisana. In that 
the arguinents of the Odisha scholars appear mainly in the small journal 


2 See K.C. Mishra, The Cult of Jaganncitha (Calcutta, 1971), p. +0. 


3 Kedarnath Mahapatra, “New Light on Poet Jayadeva, ne Author of the 
Gitagovinda”, OHA, VII, No. 3/4 (1958-59), pp. 201-02. 


4 Epigraphia Indica XIX, pp. 43-44. K.C. Mishra (op. Lo a 
Inscription to the 11th century to suggest Sri-Vaispavism NM ce ner 
prior to Ramanuja. Snigdha Tripathy (Unscription of a 
1974, p. 214) dates the Inscription to the 13th century. 


SKN. Mahapatra, op. cit., p.192. 
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produced by the Orissa State Museum, little known outside Odisha, it 
includes the most salient arguments here. 

In the 18th century the Englishman Sir William Jones tried 
unsuccessfully to procure the original music of the Gitagovinda.® Later, in 
the preface to his English translation of the work, he informs us that many 
people believe Kendubilva to be in Kalinga, “But since there is a town 
of similar name in Burdwan, the natives of it insist that the finest lyrical 
poet of India was their countryman,” suggesting that attempts were being 
made in Bengal to claim Jayadeva as belonging to their state. The village 
Kenduli in Burdwan as mentioned by Jones in Asiatic Researches (Vol. 
Il, pp.185-207) was repeated in the Lyrical Drama, a Latin translation of 
the Gitagovinda by the Frenchman Lassen in 1837 ap, though he doubts 
its authenticity as the birthplace. Edward Arnold, in his Indian Song of 
Songs (1857 ap), states that the poet belonged to Bengal and this view is 
repeated in almost all later works.” Present advocates of the Bengal origin 
of the poet generally refer to a Bengali book, of doubtful authenticity, 
entitled Jayadevacarita by Vanamalidasa, which records that when the 
father of Padmavati arrived at the village of Kendubilva with his daughter 
in search of Jayadeva, the villagers told him that they knew nothing about 
Jayadeva or his parentage, though they had seen a lunatic named Jayadeva 
inside the temple of Radhavinoda and a Vaisnava matha at this Kenduli, 
along with the annual fair held in honour of the poet. This temple was 
constructed in 1962 an, however, while the matha was established only in 
the 18th century. According to the Bengali scholar Sukumar Sen, the meld 
or fair held in honour of Jayadeva has no connection with any village. It 
is held on the sandy strip of land on the bank of the river and the name of 
the adjoining village is not Kenduli; in fact, there is no evidence regarding 
the existence of any village by this name in this area, only the mela being 
known as Jayadeva-kenduli.* Nor is there any mention in the biographies 
of Sri Caitanya of the village of Kenduli in Birbhum as the birthplace 
of Jayadeva, even though his own birthplace is not far away. Though 
there may have been a village named Kenduli at this spot at one time, it 
certainly was not known up to the 18th century as even the Bengali poet 
Candradutta of Mithila, in his Bhaktamald, does not claim Jayadeva for 


6  Odisha not yet being annexed to the Empire, Jones could neither visit Puri nor 
was he able 10 procure information from British officers. 


Banamali Rath, “Orissa, the Land of Jayadeva” OHR/, XXH, Nos. 3/4 (1977), 
PP1l-18. See also Souvenir on Jayadeva, ed. by N.K. Sahu (Bhubaneswar). 


8 Banamali Kath, op. cit., pp.7-8. 
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his own land, but mentions definitely that he belonged to a brahmana 
village named Kendubilva near Jagannatha Puri.’ It appears then that 
the association of Jayadeva with this site in Bengal begins sometime 
in the 18th century. Other literary references which place Kendubilva 
in Odisha include the Sampraddapradipa of Gada Dyvivedi (1533-1554 
aD) which states that Jayadeva belonged to Utkala; the Bhaktavijaya of 
Mahipati of Maharashtra which speaks of Jayadeva as an incarnation of 
Vyasa belonging to a village named Tinduvilva near the sacred city of 
Jagannatha; and the Bhaktamaid by Navaji of Gwalior which assigns 
Jayadeva to Utkala.’ Perhaps the earliest reference to the homeland of 
Jayadeva is the verse attributed to Govardhana Acdarya, preserved in the 
Alamkarasekhara of Kesava Misra, which states that Jayadeva was the 
greatest of the poets that adorned the court of the king of Utkala.! 
Whereas the site referred to as Kenduli in Bengal has no antiquities 
earlier than the 17th century, the Kenduli on the Praci river in Odisha, 
surrounded by kenduw and vilva trees, is of great antiquity. It is an area 
teeming with Vaisava ruins and temples, perhaps more than any other 
site in India. At nearby Niali alone there are a dozen large Visnu images 
from the sanctum of collapsed temples at Madhava. On the lintel of the 
Candi Temple at Kenduli is an inscription with the figures of 112 in the 
margin which can be read as “Jaya Jaya ceva hare 112” suggesting the 
temple may have been built in commemoration of poet Jayadeva in Saka 
year 1112, or 1190 an. The recitation of the Gitagovinda, rather than 
Durga Saptasati, is still in vogue at the temple.’ There are many other 
images housed within the recently constructed Archaeological Museum, 
the museum and surrounding grounds being called the Jayadeva Culture 
Centre. Recently discovered from the tank adjacent to the Nrsimha 
Temple within the village is a set of copper-plate grants of the Ganga 
king Nrsimha IV (1407-1435 ap). In the compound of the Akhandalesvara 
Temple at Pratiparudrapur, only three km away, is an image of 
Gopinatha and another of a standing male which the local populace 
refers to as Jayadeva. About three kilometres south-east of Kenduli, at 
the confluence of the Prici, Kusabhadra and Dhanua rivers, is the famous 


9 Kedarnath Mahapatra, “Jagannatha Puri as 4 Centre of Culture through the 
Ages", OHRY, VL, No. 4 (1958), p.301. 

10K. Mahapatra, “New Light on Poet Jayudeva", PP. 199-201. 

11 Kedurnath Mahapatra, “Sri Jayadeva was nol poet of the Court of Laksmanna 

Sena”, OFR/, XXII, No. 2 (1976), pp. 4 3-tb. 


12 Banamali Rath, op. cif. p. 11. 
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Trivenit Sarigama where a big festival is held every year on the day of 
Amavasyd of the lunar month of Magha. According to tradition, Jayadeva 
used to take his bath here every day and worshipped the deity of Madhava 
called Triveni Madhava. The antiquity of the festival (Triveni Amdvasya) 
probably dates to at least as early as the 13th century. An inscription 
in the Lingaraja Temple at Bhubaneswar, dated 1163-1164 an during the 
reign of Raghava, records the name of one Jayadeva Sadhu Pradhan 
who lived at Srikirma and stood witness for a purchase of land.” It is 
possible that this record refers to the poet Jayadeva. Srikiarmam, situated 
in the Srikakulam district of Andhra Pradesh, bordering the Ganjam 
district of Odisha. was an important seat of Sri-Vaisnavism and was 
considered as the Gurupitha (sacred place of gurus) of the Ganga kings 
of Odisha and attracted other famous poets, including Vilvamangala 
and Kavikarnapura.™ 

Kendubilva Sasana today is divided into three parts, i.e. Kenduli Sasana 
(a Brahmana colony), Kenduli Deuli (seat of temples), and Kenduli-Patna. 
In the Sarvarngasundart Tikd of Narayanadasa, a commentary on the 
Gitagovinda written in the early part of the 14th century, it is clearly stated 
that the Kendubilva of Jayadeva is Kenduvilvakhya Sasana, while in the 
Rasikapriyd Tikd of Rana Kumbha of Chittor, a 15th century commentary 
on the Gitagovinda, it is recorded as Kinduvilvam tat Sasaram. In both 
cases Kenduli is thus described as a $Sdsana, or brahmana village, which 
can only refer to the Odishan Kenduli as the so-called Kenduli in Bengal 
was never a Sdsana or brahmana village. Here it may be mentioned that 
the Sdasana is a village granted by the Odishan kings only to brahmin. 
So such usage is restricted to Odisha only. At other places the word with 
above meaning is known as agrahdara.’® 


Bhojadeva’s heir, Ramadevi's son, Jayadeva, 
Expresses the power of poetry 

In the Gitagovinda. 

Let his poem be in the voice 


Of devotees like Sage ParaSsara.!” 


13 K.N. Mahapatra, “New Light on Poet Jayadeva”, pp.196-98. 
14 S.N. Rajaguru, Inscription of Orissa, 11, part I, p.294. 

15 K.C. Mishra. op. cit., p.58. 

16 Banamali Rath, op. cit. p.9-10. 

17 B. Miller, Gitagovinda, p.125. 


94 


Digitized by srujanika@gmail.com 


Gopinatha and Jayadeva 


The legendry accounts of Jayadeva's life identifies Bhojadeva as a 
brahmana of Kanauj who migrated to the village of Kendubilva. This 
can easily be accommodated with Odishan tradition, according to which 
Yayati-I performed ten Asvamedha sacrifices to which he invited ten 
thousand brahmana from Kanauj. Most of the brahmana in Odisha 
still trace their origin to these ten thousand.” In all the ଖେ of the 
legend that sanctifies Jayadeva's life, it is stated that he was born in a 
brahmin family and became an accomplished student of Sanskrit as well 
as a skilled poet but that he abandoned scholarship at a young age and 
adopted an ascetic life. His life as a wandering mendicant supposedly 
ended when a brdhmana of Puri insisted that Jagannatha himself had 
ordained the marriage of Jayadeva with Padmavati, the bréahmana's 
daughter who was dedicated as a dancing girl in the temple: “Padmavati 
served her husband and he shared her devotion to Jaganndtha. As 
Jayadeva composed, she danced—thus the Gitagovinda"." Thus, even in 
these legendary accounts whether born in Odisha or elsewhere, his actual 
writing of the Gitagovinda is associated with Puri and the Jagannatha cult 
appears to have provided the context for the composition whereby Krsna 
is identified with Jagannatha. 

With respect to the Gitagovinda, nowhere is there a reference to 
any king, yet scholars invariably associate Jayadeva with the court of 
Laksmana Sena (1184-1205 ap), primarily on the basis of the third verse 
of the first Sarga: 


Umapatidhara is prodigal with speech, 

Sarana is renowned for his subtle flowing sounds, 
But only Jayadeva divines the pure design of words. 
Dhoyi is famed as king of poets for his musical ear, 
But no one rivals master Govardhana 


For poems of erotic mood and sacred truth.” 


In this verse, however, Jayadeva only gives his own estimate about 
himself and four other poets who might. “at best be taken to be his 
elder contemporaries”, a common practice by poets of this period who 
had to prove their worth in the gatherings of pandits. Banabhatta, tor 
example, in the introduction to his Harsacarita, after giving his own 


18 K.C. Panigrahi, Chronology of the Bhauma-Karas and the Somavamsis. p.15. 
19 Barbara Stoller Miller, Gitagovinda, p.3. 


20 hid, p.09. 
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estimate with respect to eminent works and authors, including Bhasa, 
Kalidasa, Gunadhya and others, speaks of his own achievements in verse 
19. Rajasekhara, a court poet of Mahendra Pala and Mahipala of Kanauj, 
compares himself with Valmiki, Bhartrphauri Mentha and Bhavabhudti in 
his Bala-Ramdyana; while Kaviraja Suri, a court poet of Kamadeva II 
(1182-1187 an), a chief of the Kadamba family of Jayantipura, near 
Goa. proclaims himself in an introductory verse as on par with Subandhu 
and Binabhatta: and in a similar vein Govardhana Acarya refers to 
Valmiki, Vyasa, Gunadhya, Kalidasa, Bhavabhuti, Banabhatta and others 
in the introductory stanzas of his Arydsaptasati.*\ Jayadeva thus was only 
following poetic tradition speaking about four other notable poets of 
his age. 

Jagaddhara of Mithila (circa 1330 an), one of the earliest 
commentators of the Gitagovinda, while interpreting the verse in his 
Sdaradipikd, clearly states that Jayadeva has deprecated the poets of the 
court of Laksmana Sena by establishing the superiority of his work. In 
the Sarvangasundari Tika (circa 1300 an), a textual commentary on the 
Gitagovinda, Kaviraja Narayandasa interprets the verse as follows: 


Poet Umapatidhara, a minister for peace and war can no doubt make 
the words sprout, i.c. he is proficient in the use of bombastic and 
florid words, but his knowledge of the use of words is only superficial 
and not deep. Sarana is praiseworthy only in quick and difficult 
composition but in nothing else. Acarya Govardhana is unrivalled in 
the composition of faultless erotic verse, but he has no mastery in other 
“rasa except Srngdra. Kaviraja Dhoyi can remember what he hears 
once. which implies that he has a strong memory and imitativeness, 
but he lacks in originality. But Jayadeva alone had profound mastery 


over use of words and had originality and spontaneity.” 


Rana Kumbha in his Rasikapriya Tika, Mahamahopadhyaya Sankara 
Misra of Mithila in his Rasamarijari Tikd, and Caitanyadasa of Bengal in 
his Balabodhini commentary, all interpret the verse as Jayadeva praising 
himself and none of these commentators associate the poet with Bengal 
or with the court of Laksmana Sena. Thus the verse in no way implies that 
all the poets belonged to Bengal or that they adorned the same court. 


21 K.N. Mahapatra, Jayadeva was not a Poet of the Count of Laksmana Sena, 
Pp. 28- 
22 hid, p.31. 
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Govardhana Acadrya, spoken respectfully of by Jayadeva, had no 
connection with the court of Laksmana Sena and, in fact, hails from 
Niali Sasana in Puri district, only a short distance from Kenduli, and his 
brother, Udayana Acaryua, wrote the Bhdavavibhavint, the first commentary 
on the Gitagovinda (circa 1190 an), as well as the Meghesvara and 
Sobhanesavara Temples’ inscriptions as indicated earlier. Govardhana 
speaks eloquently about the scholarship and poetic talent of his two 
younger brothers, Udayana and Balabhadra, who helped him improve 
the composition of his Arydsaptasati. Even in the History of Bengal, 
published by the Dhaka University. it is suggested that this Udayana 
may be identical with Udayana Kavi who composed the prasasti of 
the Meghesvara Temple.** It is also possible that a commentary on the 
Naisadhacarita of Sri Harsa, called Udayakari, was written by Udayana 
Acarya, brother of Govardhana.*® 

Umapatidhara definitely worked at the court of Vijaya Sena (1125- 
1160 an) and may possibly have worked for his grandson, Laksmana Sena. 
Although Sarana was patronised by a Sena king, as attested by a verse 
of his in the Saduktikarndntam (1205 an) of Sridharadasa, the name of 
the king is not mentioned. As regards the poet Dhoyi, on the other hand, 
there is clefinite evidence that he was patronised by Laksmana Sena, 
in whose honour he composed the Pavanadttam.*® Thus, of the five 
poets, only Dhoyi can be definitely placed in the court of Laksmana Sena 
without reservation. Sarana and Umapatidhara worked for the Sena court 
and possibly for Laksmana Sena while Jayadeva and Govardhana Acarya 
were both from Odisha. In that Jayadeva is also praising Govardhana, it 
is plausible that his intention was to champion the poets of the court of 
Odisha over those of the Sena court. 

One last argument associating Jayadeva with the court of Laksmana 
Sena is a verse, listing Govardhana, Sarana, Jayadeva, Umapati and 
Kaviraja as the jewels of the court of Laksmana Sena, supposedly 
inscribed on the gate of his assembly hall in Navadvipa. There is no 
contemporary epigraphic or literary evidence to prove that Nadiya 
was ever the capital of either Laksmana Sena or his forefathers and 


23 Kedarnath Mahapatra, “Govardhana Acarya and Udayana Acarya’, OHR/ NI. 


No. 1 (1958), pp.40-48. 
24 Ibid, p.46. 
25 Kedarnath Mahapatra, "Studies in the Naisadhiya Caritam of Sri Hansa", OHRY, 
VIII, No. 11959), pp.65-74. 


26 Kedarnath Mahapatra, New Light on Poet Jayadeva, pp.193-194. 
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successors, the grants always being issued from Vikramapura or, in the 
case of the later ones, from Dharyagrama and Phalgugrama. Similarly, 
in no Sanskrit work written during the Sena period is Nadiya mentioned 
as the capital of Laksmana Sena. In the Pavanadiitam of Dhoyi, the 
capital of Laksmana Sena is called Vijayapura. Only in the Tabagqat-i- 
Nasiri, written in 12060 ap. is Nadiya described as the seat of government. 
It is not a reliable account. giving the king a reign of eighty years and 
narrating fanciful stories about his birth and the destruction of Nadiya. 
According to it, Muhammad-i-Bakhtiyar destroyed the city and left it 
in desolation suggesting there was no trace of the palace left standing, 
though the verse supposedly was discovered on the gates some three 
hundred years later. Thus, according to Mahapatra, “The story of the 
discovery of the so-called inscription describing the connection of five 
poets with Sridhara Navadvipa originated and was circulated in the post- 
Caitanya period when Nadiya came to prominence due to the birth of 
the great reformer Caitanya in that holy place”.* There is little evidence, 
literary or archaeological, that the Gitagovinda was popular in Bengal 
prior to the advent of Caitanya. In fact, Caitanya first “discovered the 
jewel of Gitagovinda” when he visited Puri in 1509 ap, and came to 
realise the religious significance of the work from Raya Ramananda on 
the banks of the Godavari when he went on pilgrimage to the south. 

In Odisha, on the other hand, the popularity of the Gitagovinda was 
almost immediate and the two earliest commentaries on the poem were 
produced there. the Bhavavibhavini by Udayana Acarya (circa 1190 
aD) and the Sarvangasundari by Kaviraja Narayanadasa. The latter was 
a court poet of the Ganga king Nrsimha II (1279-1307 ap) and it was 
through his efforts that the recitation of the Gitagovinda in Jagannatha 
temple enhanced its prestige and no doubt helped its rapid circulation 
outside Odisha by pilgrims hearing it on their visit to Puri, its popularity 
already discernible in the stone inscription of Maharaja Sarangadeva 
Vaghela of Anahillapattan (Gujarat) dating to 1291 ap which opens with 
Jayadeva’s invocation to Krsna in his dasavatara forms.” The earliest 
imitation of the Gitagovinda so far known was also written in Odisha, by 
Kavichandraraya Divakara Misra, known as Abhinava-Gitagovinda. Its 


recitation was introduced in the Jagannatha temple by Purusottamadeva 


27 bid., pp. 194-95. 
28 B. Rath, op. cit., p. 16. 


29 See M.K. Majumdar, “The Gujarati School of Painting and Some Newly 
Discovered Vaisnva Miniatures”, /ISOA, X (1942), p. 15. 
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(1446-1497 an) but it was, according to tradition. disliked by Lord 
Jagannatha. Prataparudradeva (1497-1540 an). the son of Purusottama, 
strictly ordered in an inscription not to sing any other song felGe the 
deity except the Gitagovinda. The relevant portion reads: 


“Dancing will be performed thus at the Bhoga time of the elder 
thdkura Balarama and Gitagovinda thakura, ie. Jagannatha. This 
dancing will be held from the end of the evening cfhtipa upto the time 
of Badasingdra (bed-time) dhripa. The batch (of dancing girls) of 
Bada thakura, the fixed female dancers of Kapilesvara thakura, the 
old batch, the Telanga batch, all will learn no other song than the 
Gitagovinda of Bada thakura. They will not sing any other song. No 
other kind of dancing should be performed before the god. Besides 
the dancing, there are four Vaisrava singers; they will sing only the 
Gitagovinda. Hearing in one tone from them, those who are ignorant 
will learn the Gitagovinda songs; they should not learn any other song. 
That superintendent who knowingly allows other songs to be sung, 


and other dancing to be performed, goes against Jagannatha”.* 


A second early imitation of the Gitagovinda is the Jaganndtha Vallabha 
Ndtakam which was composed by Raya Riamananda Pattanayaka, the Odia 
governor of Raja Mahendri, under the Gajapati king Prataparudradeva, 
sometime between 1497 ap and 1509 ap. There are in addition twenty-nine 
more kdvya written in imitation by Odishan authors. The earliest 
commentaries and imitations of the Gitagovinda were thus written in 
Odisha, at least two of each prior to the time of Caitanya, whereas it was 
Caitanya who popularised the Gitagovinda in Bengal, after his visit to 
Odisha.?! In fact, from the 16th century onward, numerous commentaries 
in Odia script were written in other parts of India, including the Rasika 
Rarngada Tika by Laksmana Bhatta and the Srutiranjani Tikaby Laksmana 
Suri. This phenomenon of copying into Odia commentaries written in 
other parts of India, as pointed out by Kapila Vatsyayan, “speaks of the 
pervasive popularity of the text and the active dialogue between different 
parts of India”.* In addition it suggests an association of the Gitagovinda 


with Odisha in the minds of these authors. 


30 JASB, Vol. L XII (1998), pp.96-97. 
31 K.N. Mahapatra, New Light on Pod Jayadeva, pp. 301-23. 


32 Kapila Vatsyayan, “The Hlustrated Manuscripts of the Gita Govinda from 


Orissa”, Madhu, ed. by. M.S. Nagaraja Rao (Dethi, 1981), p.275. 
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From the end of the 15th century, dramas based on the Gitagovinda 
also began to appear which were markedly different from the lyrical 
versions, a genre of dramatic performance called the sangitandtaka 
which served as the precursor of the better known Kj$ndyatrd tradition 
of Odisha. In the 16th century another type of drama evolved, a one- 
act play, such as the Piyiisa lahari attributed to Jayadeva II which was 
staged in the compound of the Jaganndatha Temple at Puri, while several 
other dramas, including Vaisnavdamrtam, were likewise enacted in the 
countyard.** It is also noteworthy that all the musical notes (rdga) used 
in the Gitagovinda are fully utilised with greater dimensions by old Odia 
writers whereas these /gd are rarely met with in old Bengali literature. 
Hundreds of palmleaf manuscripts of the Gitagovindaare found in villages 
throughout Odisha to attest its tremendous influence and popularity.” 
Included among these are some forty illustrated manuscripts scattered 
in public and private collection. In keeping with Odishan tradition, 
these are generally more erotic in nature than those elsewhere in India. 
In summary, as pointed out by Vatsyayan, “There is no gainsaying that 
Odisha is the richest repository of the tradition of the Gitagovinda in the 
literary, pictorial and the performing arts alike.” 

The impact of Jayadeva and the Gitagovinda is almost immediate 
in sculpture also. Already in the inscription of the Meghesvara Temple, 
composed by Udayana Acarya, younger brother of Govardhana, in the 
last decade of 12th century, it is mentioned that Krsna is the favourite 
of the Gopala clan, in comparing Svapnesvara with Visnu, “who is the 
consort of Laksnmn, destroyer of Bali in the Vamana incarnation, favourite 
of the Gopala clan, doer of every exploit and who held the earth up in 
the Visvaksena and Varaha incarnations”. It is doubtful, however, that the 
scene on the temple identified by Panigrahi as the Godhanaharana by 
Brahma*™ actually represents Krsna. The major figure is seated with legs 
bound by a yoga-patta and has dishevelled hair, suggesting probably it to 
be a form of Bhairava, while the cows on the pedestal possibly suggest a 
hermitage. The female figures are cldkini or yogint rather than the gop. A 
similar scene appears on the Sobhanesvara Siva Temple at Niali, identified 


by P.K. Ray as illustrating the Sunahsepha episode from the Ramdyana™ 


33 bid., p.276. 

34 Banamali Rath, op. cit., pp. 15-16. 

35 Kapila Vatsyayan, op. cit., p.275. 

36 Panigrahi, Archacological Reniains at Bhubaneswar, p.85. 


37 PK. Ray, Pract Valley : Archaeological Sturvey Report (197-i-75), p.34. 
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Two large sculptures of Visnu-Krsna. one in the Jagannatha- 
Ballava Matha at Puri and the other, from Dharmasala, in the Orissa 
State Museum," dating to the late 12th or early 13th century, poignantly 
illustrate, the ideology propounded hy Jayadeva in the Gitagovinda, that 
Jagadisa-Hari is responsible for the dasdvatdra, that Krsna is identical 
with Visnu and not one of his avatdra, an ideology already noticed 
in the Meghesvara Temple inscription. In the Dharmasala image, the 
dasdavatdra are carved on the pedestal and the back-slab. Visnu-Krsna 
is four-armed and stands with his right leg crossed in front of his lett 
in the manner of Gopinatha images and likewise holds a flute in his 
front two hands, the flute now missing. His uplifted back hands hold a 
cakra and a conch. He is richly ornamented and wears a long vanamealda 
while his coiffure is arranged in a tall kirita-mikuta. Next to his left foot, 
on the right edge of the visvapadma cushion, is a diminutive image of 
Visnu Anantasayana while to its right, on a small lotus pod, is a small 
kneeling figure with hands folded in anjali, possibly Bhadevi.” At the 
base of the back-slab on either side of Krsna-Visnu are two female figures 
standing in front of a khakharamuneli. The inside set of figures represent 
Sridevi and Sarasvati while the outside figures are probably Rukmini 
and Satyabhama, the consorts of Visnu and Krsna respectively. The 
pedestal is decorated with a herd of cows along with three avatdra, 
Karma in the centre with Matsya and Varaha at the corners. The remaining 
daséavatdrda are carved on the back-slab, beginning on the proper 
right, above the khdakharamundi, with Nrsimha and ending in the 
corresponding area on the left with Kalki. The images of Vamanu, 
Parasurama, Rama, Balarama and Buddha are placed around the makara- 
torana (arch) framing the head of Visnu-Krsna. Even though Visnu- 
Krsna has one leg crossed, the overall pose is quite rigid and suggests 
an experimental stage, combining the rigid and hieratic samabheangea 
(without bends) pose of conventional Vignu images with the relaxed 
pose of Krsna playing the flute (Gopindtha or Venugopala). There is also 
a small four-armed image of Krspa within the compound of the Varahua 
Temple at Jajpur. The back left hand holds a conch while the back right 
hand is broken off. He is flanked on either side by a cow and gopi. 


38 K.C. Mishra, op. cil, p.57. 
39 See BK. Ray, “A Unique image of Vigpu-Kgsoa in the Orissa State Museum 
ORS, IX, No. a C1963), pp.255-59. 


a0 Epigraphia Indice, Vol. XXXIX, pp. 125-31, See also JASB (old Series), Vol. L. 
XVI C998), part 1, pp-A17- 
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Four-armed images are generally associated with the Govardhana 
motif with the back hands holding the mountain, as at Palia or in a paga 
niche on the Catesvara Temple at Kisenpur dating to the early 13th 
century. The latter possibly represents the earliest example of Krsna 
serving as an dvarand-devatd on a Siva temple. The temple was built 
on the site of an earlier temple which contained an extensive series of 
K;sna-lild, many of the scenes haphazardly inserted into the Jagmohana 
of the present temple, though most of the decorative programme is 
covered with plaster. The iconographic programme of the dea is intact, 
however, and is unique for a Siva temple with the anartha niches of both 
storeys housing l\aisnava themes, including Yasoda rebuking Krsna, 
Krsna carried across the river, Aristdsura-vadha-miirti, Canura-vadha- 
miirli, rwo scenes with Rama, and two images of Gopinatha. In one of 
the latter images, the one we are concerned here with, the Gopinatha 
motif is combined with the Govardhana-cdhdrana. Krsna stands in a 
pronounced tribhariga pose with his right leg crossed and playing the flute 
with his two major hands. His back two hands are lifted holding Mount 
Govardhana up. Several cows are in the lower left corner of the niche 
and possibly gopi in the opposite corner though the images are indistinct 
due to accumulated coats of whitewash. The religious synthesism of the 
iconographic programme is also apparent in the images enshrined in the 
upper raha niches, above the parsvadevatd. On the south, for example, 
the centre niche is occupied by Lakulisa while the flanking niches are 
filled with Kartikeya and Ganesa a programme stressing the Saivite nature 
of the temple. On the north side, on the other hand, the centre niche 
has an image of Varahi, stressing Sdkta ideology, with the flanking niches 
housing a male embracing a female on either side and an enigmatic scene 
with four figures arranged in a circle. On the west side the centre niche is 
occupied by Bali seated in lalitdsana while the flanking niches are filled 
with Trivikrama and Vamana, stressing Vaisnava influence. According to 
the inscription on the temple, consisting of 25 lines lauding the exploits 
of Anangabhima III (1211-1238 ap) against the Muslim and the Kalacuris, 
the temple was erected by Visnu Acarya, the Brahimana minister and 
commander-in-chief of Anangabhima HL.” This is the same Visnu Acarya 
who was only a royal preceptor in the time of Anangabhima II (1190-1198 
ab) though it was at his behest that the poet Udayana Acarya, brother of 
Govardhana Acarya as mentioned in the latter's Arydsaptasati, composed 


the Meghesvara Temple inscription. It is possible, as Mahapatara suggests, 


41 Kedarnath Mahapatra, Govardhana Acarya and Udayana Acdrya, pp. 40-i6. 
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that Visnu Acdrya belonged to the family of the famous Nilambara Acarya 
and thus was related to Udayana and Govardhana. 

The popularity of Krsna as the favourite of the Gopala continues 
throughout the 13th century with large independent images appearing 
particularly along the Praci river, the homeland of Jayadeva, and 
coastal Odisha, long before such images became popular in Bengal 
or elsewhere in India.” Such images, created either for special shrines 
or as presiding deities have been found at Alarpur (now moved to 
Balianta), Antarvedi Matha, Bagesvarapur. Bardhapur, Bhingarpur, 
Dharmsala, Hirapur, Jaipur Janakdevipur (Patna Museum), Kuranga 
Sasana, Manikarnika Matha, Nivarana, Nuagaon (Radhakanta Matha), 
Pandavakuda, Pratapanagara, Prataparudrapur, Puri, Purbasasana. 
Puranasatang, Remuna, Sarakana, Somesvarpur and Visnupur. The 
images are generally carved of chlorite and depict Gopinatha standing 
in a tribhariga pose with his right leg crossed in front of the left. He is 
two-armed and holds the flute near his right shoulder. Iconographically 
he conforms to the description of Krsna as the supreme Brahmanda as 
found throughout the Brahma-Vaivarta Purana. A tree branches out 
above his head and he is generally flanked by his astapdttavamsi or 
eight chief consorts. Despite the popularity of the Gitagovinda and its 
influence on Odishan sculpture, however, there are no examples of 
Radha with Krsna either as his favourite gopi or as his divine consort. 
According to Mahapatra, Radha could not be deified singly or in the 
company of Krsna as her worship “was not sanctified by the Bhagavata 
Purdna which had gained popularity in Odisha before the days of 
Jayadeva”, nor was she recognised by the Smrti writers, who were 
moulding the religious life of the people in those days with the support 
and patronage of the kings. The cumulative effect of these trends of 
religious thought of that age was that Jagannatha was regarded as 
another form of Sri Krsna and the worship of only Gopijanavallabha 
Sri Krsna and not Radhavallabha Sri Krsna got the royal sanction.” 

Caitanya, in the Caitanya Bhdgavata ( 111.2), recites a Sloka 
in honour of Jagannitha conceived as Gopinatha and during the 
Hera-Parnicami festival Jagannatha is regarded as Krsna. It is said that 
42 See Rakhal Das Banerji, “Eastern India School of Medieval Sculpture”, A$ XL 
VII (Dethi, 1993). 


200-2 o Alarpur 
43 Kedarnath Mahapatra, New Light on Poet Jayadeva, pp. 200 201 | 
Plates of Narasimha IL, for example, we learn that three Gopinatha temples 
were erected in Garakana-Sasand. 


ର ts - 
44 P. Mukherjee, History of Medieval Vaisnaeism Orissa, p.67. 
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Jagannatha Krsna longs at that time for the “disport of Vrndavana. So he 
repairs to the Gundica house, which resembles, the abode of gopr.”™ 

In that these hieratic images of Gopinatha were placed in the 
sanctum for individual worship, it is likely that the worshipper himself 
is playing the role of Radha, that the votary “serves Krsna as a lover, 
offering him his or her own person”. 

In the evolving Gaudiya-Vaisnava doctrine of bhiciva, the devotee, 
consciously imitates the gop? by devoting his whole mind and being 
to becoming a gop? in an attempt to transcend the phenomenal world 
of custom and tradition... When man expresses himself in devotion 
to Krsna, when he sports with Krsna in ecstatic bliss, all desires are 
fulfilled. Man becomes rapt in the intoxicating beauty of Krsna...The 
essential nature of all men is that of a gop? ‘In truth every finite being 
is essentially an emanation or phase of Radha, to wit, a manjari or 
a milkmaid on Eternal Vrndavan in the prime of perennial youth.” 
There is thus no need to represent Radha with Gopindatha. According 
to the Sahajiya doctrine. the “/ira is a Gopi, or Ridha. One is, and 
should consider oneself, a woman, in relation to the sole male of the 
universe, Krsna.” ® 

The depiction of Krsna enchanting many gop? with his flute, rather 
than just Radha. is also in keeping with earlier tradition revolving around 
the Bhiksdtana motif of Siva in the Pine forest exciting the wives of the 
7si. In each motif the setting is a forest, the females are married, and the 
deity displays a maddening, lustful and unorthodox behaviour. Whether 
in the Pine forest or Vrndavana, “True devotion is a mad, intoxicating 
affair that needs such a setting to express itself fully. The normal world 
is inhibiting, full of obstacles and distractions.” Although the wives of 
the 73/ may be unaware of who the intruder is and the husbands display 
their anger, the females become uninhibited and lust after Siva as the 
gop do after Krsna. 

Even more than the lust of the females, however, the emphasis in 
both motifs focuses on the virility of the deity, his ability to satisfy many 
women, a theme particularly popular in later Odishan temples where 


the king or guru assumes role of the deity, and no doubt equally popular 


45 Abid., pp. 67-68. 

346 1D. Kinsley, The Sword and the Flite (1977), pp. 603-65. 

47 Edward C. Dimock, The Palace of the Hidden Moon, (1966), p. 158. 
48 D. Kinsely, op. cit., p. 62. 


49 See H. Wilson, Visine Purana, p.425. 
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with the male populace in the aristocratic, hedonistic society 


responsible 
for erecting the temples. 


Throughout the history of temple construction in Odisha 
characterised by religious synthesism, there has been a tendency to 


correlate the activity of Krsna with that of Siva and Pictorially this is 


accomplished in these two motifs. It is also in these two motifs, where 
the deity has only two arms and thus appears human, that the king (or 
guru) can most easily become identified with, or serve as a surrogate for 
the deity. Though he can be represented as a great warrior or hunter, for 
example, he cannot be visually depicted defeating demons, nor, from 
a temporal framework, be represented practising severe penance for 
thousands of years as he has the atfairs of state to attend to. He can, 
however, display his sexual potency, whether deified in the iconographic 
programme of the temple, eulogised in inscriptions or poetry, or actually 
practised in the confines of his palace or pleasure gardens. 

In addition to these hieratic images intended to be enshrined in a 
sanctum, there are also a few examples where major images, of Gopinatha 
are incorporated into the iconographic programme of Siva temples. On the 
Chitrakarini Temple at Bhubaneswar, tor example, dating to the late 13th 
century, the motif is carved on the gavdksa lintel on the north side of the 
Jagamohana. Krsna is seated on a cushion with his right leg crossed over 
his left. He wears a vanamadlda and holds the flute to his lips. Two gopistand 
in front of him while three more stand behind him in the forest along with 
several cows. The same lintel on the south side is decorated with a long 
frieze depicting the marriage of Siva, suggesting, an attempt as indicated, 
to correlate the activities of Krsna with Siva. A similar juxtaposition may 
have appeared on the collapsed Somanatha Temple at Visnupur, cating 
back to the 14th century, though here they were placed on panels of 
the upper storey or gavdaksa-mandaia, immediately above the lintel. In 
the Krsna panel, Gopinitha assumes the conventional pose with a tree 
branching above his head. He is flanked at the base on either side by his 
cConsorts and two rows of gopi. A row of six additional gopi, smaller in size, 
appears below with some of them dancing. Also at Visnupur is a detached 
panel decorated with an eight petalled lotus-medallion which may have 
decorated the ceiling of the destroyed ndta-mandira or possibly served 
ige of Krsna playing his 
gop. 


as a window-grill. The top petal contains an im: 
flute while the other seven petals are each decorated with a dancing 
Krsna is again depicted in, the pericap, this time dancing. so that the 
theme represents the Rdsa-mandalea as described by the commentator on 


the HarivaniSa: 
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Between each two damsels was Madhava, and between each two 
Madhava was d nymph; and the son of Devaki played on the flute; 
for, in fact, Krsna is not only dancing with each, but also by himself 


in the centre. ™ 


Krsna does not duplicate his image to appear between each gopr, 
however, due to the limited amount of space available. The obvious 
inspiration for this medallion is the earlier one from Kondrka which has 
sixteen outer petals, each with a dancer, while the pericarp contains an 
image of Surya. ! Another panel from Visnupur, now in the Orissa State 
Museum, illustrates the Vastra-harana motif narrated in the Bhdagavata 
Purana. (X 22.7-22). Krsna is visible in the branches of the tree while the 
naked gopi are standing below on the banks of the Yamuna. 

Although the placement of Gopinatha in niches of a Vaisnavashrine, 
as on the Jagannatha temple at Puri, or on gavaksa-balusters as on the 
Ananta-Visudeva at Bhubaneswar, is to be expected, the insertion of 
two images of Gopinatha in the upper anartha niches of the Sari Deula, 
a Saiva temple from the late 13th century, at Bhubaneswar, is unique. 
The anartha niches on the lower storey all contain secular themes, 
either of the king or the queen, while the remaining niches of the upper 
storey, along with the anurdha recesses, are filled with female figures. 
Generally by this time the iconography is standardised and, including 
the dikpalapatni, all of the images of this upper storey, except one, are 
of female figures or maithtna motifs. The lone exception is usually, a 
male weighing his /irgam, as indicated earlier. or, in the case of Sdkta 
shrines such as Gangesvari Temple at Bayalisbati, Ekapada Saiva. An 
earlier harbinger for the images of a male in the upper recesses is that 
of Kama on the Candesvara Temple near Tangi.** The lone male figure 
is thus serving as a guardian, as in the case of Ekapada, or is inciting 
the females with lust ‘as in the case of the male weighing his lingam 
(the king or guru as a symbol of Kama/virility) or Kama. On the Sarl 
Deula the images of Gopinatha, one on the north and the other on the 
east (back), are thus symbolically identified with Kama and the gop! 
are identified with celestial damsels. Whereas the king and the queen 


50 Debala Mitra, Konark, pl. XXIV. 


51 On the Rajarani Temple the lone male is nuked and carries a child on his 
shoulder. 


52 See Hermann Kulke, “Some Remarks about the Jagannatha Trinity" Indologen- 
Tagung, 1971 (Wiesbaden, 1973), pp. 126-39. 
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are one with Siva and Pirvati on the lower storey. serving 
as dvarana-devatd, on the upper storey. they are one with 
Krsna/Kama and the gopi/apsard in the overall secularisation 
of the iconographic programme of the temple. 

The hieratic concept of Krsna, synonymous with Visnu 
(Vasudeva), reaches a climax in the latter part of the 13th 
century in its placement, along with an image of Balarama, as the 
presiding icon in the sanctum of numerous temples, including 
the brick Vaisnava temple in the compound of the Stina Dela 
at Konarka, the Ananta-Vasudeva Temple, and the Anantesvara 
Temple in the Lingraja compound.“ In the Ananta-Vasudeva 
Temple inscription composed by Umapati, where Candrika, the 
patron, is described as a devout worshipper of Krsna and as one 
expert in music and dance, it is explicitly stated (verse 15-16) 
that the temple was cledicated to two portions of Hari, that the 
images within the sanctum represent Ananta and Visudeva.™ 
At a later date, influenced by the emerging popularity of the 
Purusottama/Jagannatha cult, the images of Ekanamsa (Parvati) 
was inserted between these two brothers to transform the icon 
into a trinity. Eventually these images were replaced by those 
of Balabhadra, Subhacdra and Jagannatha to form a new trinity 
with their iconographic form being based essentially on the 
earlier images of Purugottama, included in early trinities worshipped by 
Nrsimha 1 (1238-1264 an), which closely resembles tribal pillar deities 
carved in wood, such as Stambhesvari, several examples of which 
appear on the Siirya Deda. By this time the worship of Krsna, as well as 
other cult deities, became synthesised with that of Jagannatha cult which 


became the state religion of Odisha. 


53 PP. Acharya, OHS, Vol. 1. No. 4 (1953), pp. 274-88. 


abhimea WH. the Veritable Founder of the 


5. see Herm: culke, “King Anang 
1 See Hermann Kulke, “King Anang Piri’, pp. 20-39. 
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r | he Gitagovindasevd was being performed by devaddsior mahdri 
in the Jagannatha Temple at Puri. The tradition of devaddisi is 
very ancient in India, the earliest reference is available in the 

cave inscription at Yogimath on the hills of Rimgarh, now in Madhya 
Pradesh during the 3rd century Bc. An indirect evidence is also found 
in the Udayagiri cave inscription of Mahameghavahana Kharavela in 
the 1st century Bc. In course of time performances of the devaddasi were 
institutionalised in different religious systems in India and were treated 
as an integral part of temple rituals. Later the ritual was given sanction 
and status by Purana and DharmaSastra. This prompted appointment 
of devaddist in temples and religious institutions. Devadasi or the female 
servants of the divine, god or goddesses or girls dedicated to temples 
became a class of their own, who made a living singing and dancing 
for the deities. 

Historically speaking, afteralong interval, theappointmentot devadéisi 
has been mentioned in the inscriptions of Brahmesvara Temple (1061 ap) 
which was built by Kolavati Devi, the mother of the king Udyotakesari 
of Soma dynasty. Following this we get several inscriptions which record 
the appointment of temple dancers or devadasti, ganikda, ddarikad, bhavini 
in different temples of Odisha beginning from the Madhukesvara Temple 
(1082 ab) inscription to the Jagannatha Temple inscription (1500 ab) 
promulgated by the king Anangabhima Codagangadeva of Ganga dynasty 
and Gajapati Prataparudradeva of Gajapati dynasty respectively. 

In Odisha, devaddsi were known as maha. ‘The word medihdari was 
perhaps derived from the Sanskrit mahati, the noble or great lady. Mahar 
is a local term used specifically for the woman who performed music and 
dance in the temple. 

Mdhari is first mentioned in Carydpada composed in Odi 
a copper plate grant of Karnadeva, 


a by 


Kanhupa or Kanhupada (950 an). In 


I: 40-65 WA OrC thar has 
the grandson of king Udyotakesari (1040-65 ap) the ® ord maheiri ha 
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been used for the woman-dancer. The Gitagorinda was composed by 
Jayadeva and was simultaneously performed by his spouse Padmavati 
who was none else than a mdhedari or devaddsi. After the establishment 
of the Jagannatha Temple at Puri, nine categories of sevaka (temple 
functionaries) were appointed. Gradually the number of categories 
increased and Anangabhimadeva introduced catisaniyoga or the 
thirty-six order of temple functionaries. Gitagovindasevd was an important 
ritual and was included in the thirty-six order, 

It is recorded in the Mdadalapdanji, the temple chronicle of Puri, 
that Kavi Narasimhadeva accorded permission for the recitation of the 
Citagorinda for the first time in the temple. Kavi Narasimhadeva has 
been identified with Ganga king Narasimhadeva I awho ruled from 
ab 1278-1309. The recitation of the Gitagovindea continved for sometime 
until it was prohibited by Prataparudradeva (1497-1540 an) who, 
ignoring the longstanding convention. introduced the recitation of 
Abhinaca-Gitagorinded, supposed to have been written by his father 
Purusottamadeva. But the priests and devotees strongly resisted this 
change and demanded re-introduction of the Gitagovinda of Jayadeva. 
Under their pressure Prataparudradeva had to withdraw his previous 
order within a short period. 

After the death of Prataparudradeva, the Jast great Gajapati king. 
Odisha passed through a period of political uncertiinty which had 
tremendous impact on the ritual tradition of Jagannatha Temple. The 
following years were the years of strife, bloodshed, intrigues, conspiracy 
and civil war. The sons of the Gajapati king were put to death by his 
treacherous minister Govinda Vidyadhara who symbolised in him the 
vices of an age of decay and degeneration. When the Surya dynasty | 
thus extinguished, Govinda Vidyadhara ascended the throne as the 

© Gajapati king. During his brief rule Odisha disintegrated speedily with 


Krsna and Radic indesendent all Ppriacisalities com: : . ‘e in inaccessibl 
in love play inside ¢pendent small principalities coming into existence in inaccessiDle 


thekunja arbour. hill tracts of Odisha. His worthless successors were removed from the 
palmleaf painting, | FR 

Mist Rictbore scene and a brave general named Mukunda Haricandana ascended the 
Zurich throne and tried desperately to save a disintegrating kingdom. 
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Mukundadeva ruled for nine years (1559-1568 ab) while external 


invasions and internal dissension became the sad tale of the 
After Mukundadeva was killed in an internal battle 


time. 


there was 
complete anarchy and nobody was there to look after the gods 


and hbrahmana. Kalapahar, the Afghan general, captured Puri and 
plundered the treasure-trove of Jagannitha. It is said that he also took 
away the image of Jagannatha and burnt it down. In the subsequent 
years the image of Jagannatha was kept hidden a number of times 
by the priests in the inaccessible places of south Odisha, Afghans 
took a hostile attitucle towards the Hindu religion and the Jagannatha 
Temple suffered immensely during this period. The situation changed 
when Raja Mansingh, the famous Mughal general, defeated the 
Afghans in 1590 and installed Rimacandradeva as the ruler of Khurda 
and the Superintendent of the Jagannatha Temple. Rimacandradeva 
was an able and popular administrator. He was known as the 
“Second Indradyumna” and completed the renewal ceremony of the 
Jagannatha trinity sometime in 1591. He systematically reorganised 
the administration of the Jagannatha Temple. 

He established around Puri new brdahmana Sasaned and invited the 
leaders of those new sdsana with those of the older Sdsana villages to 
take seat in the Muktimandapa Sabhd in the Jagannatha Temple which 
became the highest religious authority of Odisha. The sanctity of the ritual 
worship was restored and different temple functionaries performed their 
respective roles according to established custom and convention. Primary 
sources for the study of temple establishment are the royal letters (cam 
cit) issued by the raja of Puri through the dea karana to ditferent 
institutions and individuals connected with the temple of Jaganndatha. 
‘These cam cite, royal letters, after adequate investigation will throw 
new light on the Gitagovindaservd. 

Although there had been a temporary setback in the ritual worship of 
the temple during the Mughal period, it had to be restored to its previous 


conditions to save the temple from the loss of pilgrim tax ensuing from 


the tall of pilgrim visits. ‘The rdjd of Khurda played a major role. 
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In Odisha, Muslim army no doubt overran the land, but they could not 
cdo away with its presiding deity Jagannatha because Jagannatha was not 
like Somanitha and Visvanatha-idols enshrined in temples—burt a living 
God reflected in the hearts of the devotees of the land. During Maratha 
rule the powers of the temple administration were concentrated in the 
hands of the government. The old records in modi script in the temple 
office of Puri when properly deciphered, will reveal many interesting 
lacts on the Gitagorvindaserd. 

Odisha came under the British rule in the year 1803. The first report 
on the temple functionaries is the report of C. Grome, Collector, addressed 
to Commissioner at Cuttack on the 10th June 1805. The main report is 
available in Odisha State Archives but unfortunately its enclosures are 
missing. Grome mentioned in his report that, “The establishment of the 
temple of Jagannatha consisted of thirty-six orders and they were in 
consequence called the Chattes Neyoog.” He further stated that, “From 
a period of at least two hundred years others have been adcled to those 
original sevakea and now these orders belonging to the temple accounts 
to two hundred fifty”. A list of temple functionaries engaged in the temple 
was also furnished by him wherein the important Gitagovindasevda 
finds mention along with other seva of the temple. It appears that the 
Gitagorindasevd gained much momentum under the patronage of the 
Radja of Khurda and continued to be popular during Marathas and the 
British period. This sevd was considered a great honour extended to 
the talented artists and they used to enjoy certain privileges in the ritual 
role of the temple. According to established custom and long standing 
convention only he who received sdadhi from the rdjd of Puri to perform 
this sevd was recognised as a Gitagovinda Sevaka of the temple. A copy 
of the camu citau was kept with the deitla karana tor official reference. 
The sevd appeared to have been made hereditary as recorded in the 
Record of Rights. By the time the Record of Rights was compiled, it was 
no longer the practice of issuing formal cam cited to the sevaka and the 
responsibility of continuance of Gitagovindasevd was entrusted with the 
Jagannathavallabha Matha and Riaghavadasa Matha. One Sri Narayana 
Acarya was engaged by them to recite the Gitagorvinda in the temple. 
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The seva is usually performed during Sandhyadhiipa at the Jaya 
Vijaya gate. Aratiis performed and this is followed by a change of dress. 
The deities are worshipped according to sodasopacdara prija. During 
this prijd, dirati is performed four times. After the sandhyadhripa the 
deities are dressed in silken garments and sandal paste is applied over 
them. This is called candanaldgi. Then there is the recitation of the 
Gitagovinda accompanied with the melody of vind, Followed by the 
badasixhdaravesa, The special feature of this ritual is that a special silken 
cloth called baraldgipata, bearing a verse from the Gitagovinda, is 
offered to the deities by a temple functionary known as cdngatdamekdapa. 
The Britishers. whose basic policy was not to interfere in the internal 
affairs of the temple, had always taken keen interest to know in cdletail 
about the ritual custom of the temple in support of which there are quite 
a good number of documents in the Odisha State Archives. They were 
specially interested to know something about the Gitagovindasevd 
and mdhcdri seca in the temple of Jagannatha and one Bengali pandit 
was asked to furnish a report on the ritualistic proceedings. The pandit 
reported that earlier there were many handsome nautch singers of 
some ability, who were in the habit of learning certain books, so the 
pilgrims had some regard for them, but the situation was changing. He 
stated that “those who were singing then, were totally ignorant and had 
no desire to learn anything.” The report of Tarakanta Vidyasagar on 
the Gitagovinda mdahadrisevd appears to have been based on a weak 
foundation when we study the role of different temple functionaries of 
the period on the basis of available records. Although it cannot be clenied 
that the normal discipline of the temple organisation had run down by 
the time the report was furnished by Tarakanta Vidyasagar. the sanctity 
of different iti was maintained and sevaka were also punished by the 
temple authority for causing deviation from the established custom. 

Basically mahedriwere of three orders. They were known as patudri, 
sampradda and garni mahcri. They exchanged sed or service among 
themselves. For their seca they enjoyed land grants and received Rhei 


from the temple, There were another class of functionaries Known as 


mddeli who made arrangements for the dance performance of mdhari. 
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Mdadeli was another associate in the dance performance of mahari. The 
word madeli is derived from madala and it denotes a percussionist 
who plays on madala. The madeli did not form a separate class as far 
as their services in the Jagannatha Temple were concerned. They were 
considered one with the mahdri and were treated like their adopted 
sons. Locally the madeli were also known as bhdaradd. 

The mahari were also known as ndcuni. They rendered services 
to the temple depending on their bdda. The names of the mdahdiri are 


given below: 


Parvau Devadasi of Baseli Sahi, Tara Devadasi of Markandesvara 
Sahi, Ratani Devadasi, Dukhi Devadasi and Mahana Devadasi of 
Matimandapa Sahi, Lavanya Devadasi, Hira Devadasi and Phakiri 
Devudasi of Bali Sahi, Sasimani Devadasi of Kundheiventa Sahi and 


also Haripriya Devadasi of Kundheiventa Sahi. 


From among the mahdri listed above, most of them are dead by now. 
Only two, Sasimani Devadasi and Haripriya Devadaisi, are surviving. 
The mahdrisevd has almost died down. The last surviving mdhari 
Sasimani is in her late 70s, ill and even unable to stand, nevertheless 
being showcased in several public functions as the sole representative of 
the glorious divine damsels. (Dinanath Pathy, “Why Deny the Lord?” in 
The Telegraph, Monday, 9 May, 2011.) 
The mahari performed several duties as mentioned below: 


1. Dance at the time of morning dhuipa. 
2. Dance in the Jjagamohana during candana ydtrd (sandal 
festival). 


Dance during capa and cdpa bahuda. 


obs 


Dance during Rukuni vivaha. 

5. Singing and sounding hulahuli during the time of citau lekhda 
(letter writing) in the jagamohana of Laksmi Temple. 

6. Cdmaraseva at the time of Goddess Laksmt's entry into the 
Vimala Temple. 

7. Dance procession (patudrandta) during the time of 
sndanaprirnima (bathing festival on the full moon day). 

8. To accompany the Goddess Laksmt's procession at the time of 
return car festival. 

9. Dance procession (patudrandta) from second day onwards in 

the Gundica Temple. 
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10. To tease (dandameanda) the daitdpatiand to symbolically break 
a piece of wood from the chariot during Herdpancami. 

11. Dance procession (patudrancdita) in the Jhulana mandapa. 

12. Rohini Yasoddsevd during Krsnajanma. 

13. Dance procession (patudrandta) during sofapiijd in the Vimala 
Temple. 

14. To accompany the brahmana as the messenger of Goddess 
Laksmi on the day of Rukminiharana 


15. Rohini YaSsoddseva during Nandotsava. 


In lieu of the above services the mahdiri received the following from 
the temple: 


1. AMathapuliblioga. 


Iv 


Manduabhoga—two pdta—each day for twenty one days during 
the sandal festival. 

3. For cremation they are permitted to use the vaisnavad agni from 
the kitchen of Sri Jaganniatha Temple. 


Sadhibandhana 

Their sevd was hereditary. But before a mahdr was accepted, the 
niyogd, an investiture ceremony was done which was known as 
Sciehibandhcdna. They had to appear for a test in the Muktimeanclapa in 
the presence of brahmana and Rdjaguru. After they prove successful 
in the test, conducted on an appointed auspicious day either the raja 
of Puri (Thakura raja) or the Mudiratha tied a Sach on their heads at 
the foot of the Ratnasimhdasana. They painted their heads with tilaka 
with the help of clay from the Gangamata Matha and put on a garland 
Cajumedla) from Jagannatha. They also received a sanac wherein their 


duties and their receipts from the temple were recorded. 


Costume for Seva 

They wore peta, tied kanculi, painted ketaki citd on their forehead, 
used notha, guna, desidandi, badapendi. mallakagi, banli, phasid and 
lavariga, etc. Sometimes they used muktdjali instead of cu Mest 
the hair was done in a chignon. There was no tradition to fashion the 
hair in a plait in Odisha. The chignon was done in two ways: one Was 
ardhavataka and the other was prspajudda. A stick (goikait/ti) was tucked 
in the chignon. They wore cdpasari around the neck, ananta, baju, tedet, 


2 2 ist gO. bhadit, pair, 
vida on the arms, bdhicngdi khadn on the wrist, goda kha, J 
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bankia, or pahuda on the leg. This costume was for the morning cthtipa. 
They dressed themselves at home and arrived at the temple accompanied 
by elderly mahari. 

The mahdri dressed in gaudy costumes, used sandal, camphor and 
wore dayand, marud, jui and campak flowers. This was known as 
candanavesa, a costume for the candana yatrd. When the mahdri came 
to the Narendra pond the pilgrims and the gathering crowd prostrated 


before them. 


Candanaseva 

We get details about this seva trom Nilaca{a Madhuri of Chandrasekhar 
Patnaik. He was a Vaisnava devotee and had a team of boy dancers 
(gotip1ua). During the morning dhtipa a partition (fera) is raised. Dance 
is performed in ndlamandapda. Gongs are sounded and pipes are 
blown. The dance does not accompany singing. The dancer would 
offer flowers after taking five steps forward with a handful of flowers. 
The dancer would then dance in rhythmic beats. Unrhythmic steps 
would be given up. Rdjagiuru would be standing with a golden cane. 
Pradhdni also would be standing with a cane. Minandhaka would be 
there watching. 

After offering the flowers, the dancers recede five steps backwards 
and start dancing. Near the simhdsana, pandas would be sitting with 
calu in hand. When the image of Jagannatha is reflected in calu, then 
offerings are made. 

After offering of water pandas do japa. In the meanwhile, the man 
beating the cymbals (jhdanja) would circumambulate the temple. The 
partition (tera) is lifted. The pandds get down from the simhdasana. 
This seva is still in vogue in the temple but the tradition of mdhari seva 
as mentioned above is no more performed in the temple. 


Bhitara Gayeniseva 

The devadasi who performed the bhitara gayeni sevd lived in the Baseli 
Sahi and Markandesvara Sahi situated close to the temple, because they 
had to leave the temple quite late, past midnight. The gayent mahart 
resided just behind the temple because of the same reason. 

The following were the bhitara gayeni devadasi some forty years 
ago. They were Kundamani Devadasi, Kokilapriya Devadasi, Taramani 
Devadasi, Vasanta Devadasi, Para$mani Devadasi, Binodini Devadasi, 
Srimati Devadasi, Subhasini Devadasi of Baseli Sahi and Indumati 
Devadasi of Markandesvara Sahi. 
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Devadasiseva 


They sang songs in the morning dhiipa. In necessary cases they also 
performed dance. Each night after badasinghdra, the deities are laid to 
rest and the Sayanathdkura is brought into the main temple. The devadasi 
stood at the nandavarta and sang the Gitagovinda. The devadasi also 
accompanied the sayanathdkura by singing songs. They would be 
standing at the Jaya Vijaya entrance and sang till the sayanathdakura 
rested in the sanctorum. They sang during the time of baladhiipa in the 
month of Kdrtika. During the forty-two days of the Candana festival, 
they sang near the Ratnasimhdsana from the anasara pindi. They sang 
bhajana for the first twenty-one days and the Gitagovinda for the rest of 
the days. They performed dance in the jagamohana of the Jagannatha 
Temple during the twenty-one day capa. The dance is also performed 
in the capa of Madanamohana. They sing mangala gana during the 
marriage of Rukmini inside the Laksmi Temple. They accompany the 
bride and bridegroom up to the Raja's palace on Campaka Duddasi day. 
They would accompany Laksmi to bheta mandapa during Niladri vije. 
On the first day of Gundica they would perform dance in the Grmdica 
mandapa. During the month of ASsvina, they would dance in the Vimala 
Temple at the time of morning chtipa. 

At the time of Pahudamdjand of the goddess Vimala they would 
be singing malasri. Only devaddsi are allowed into the Vimala Temple, 
during the sixteen day ritual in the month of September/October. In the 
palace they do arrangements for patuara in the Kanaka Durga Piijd on 


the pusydbhiseka. 
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r yhe ancient poets rarely left references about them in their 
works. Occasionally they mentioned names which were not 
enough to build up a literary history or a historical chronology. 

Therefore research tends to depend largely on the legends flourished 

and accumulated centering the poet and his work. Legend and history 

complement each other. Sometimes history is framed on the merits of 
legends and legends are fabricated out of the hard facts of history. 
Therefore to reconstruct a convincing history about Jayadeva and his 
work the Gitagovinda, we have to rely on several legends and stories in 
vogue in Odisha and other parts of the country. The traditions figuring 
the poet in different regional traditions are sometimes similar and at 
times variable. These legends thus collected from various sources are 
incorporated in several books such as Sanskrit Bhaktamald by Maithili 

Pandit Candradutta, Oriya Dardhyatda Bhakti Rasamrta by Rama Dasa, 

Hindi commentary of Navaji Goswamt's Bhaktamdild by Priya Dasa, 

Jayadevacarita of Banamali Dasa, Bhaktamald of Sri Krsna Dasa and 

story on Jayadeva in Seikh Subhodaya in Bengali, Marathi Bhakti Vijaya 

of Mahipati, etc. 
In collaboration with the above mentioned works, the legends 
regarding Jayadeva and Gitagovinda prevalent in Odisha are presented 


below and their relevant versions mentioned as footnotes. 


Early Life 

Jayadeva was born in the village Kenduvilva or Kenduli near Purusottama 
Ksetra (Puri) in Odisha. He acquired proficiency in different branches 
of Sanskrit learning. He lost his parents when he was barely eleven 
years old. Earlier his parents had to mortgage their house to a neighbour 


to clear a debt. After their death the neighbour demanded the house 
yadeva parted with the 


from Jayadeva as per the agreement and Ja 
was taking 


parental house without hesitation. But while the neighbour 
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possession of the house all of a sudden his own house caught fire. At the 
sight of the incident the young Jayadeva instantly ran inside the house 
and recovered the household belongings. At this benevolent gesture a 
great change occurred in the mind and heart of the neighbour and he 
wished to return back the house to Jayadeva. But Jayadeva was firm 
in his decision and renouncing the property he left for Purusottama 
Ksetra where he first lived as a sdd/h (mendicant) under a tree and 
then shifted to a thatched cottage around Sriksetra, and spent time in 
religious pursuits. 

A childless bréahmana named Devasarma came to Sriksetra. begged 
for a child before Lord Jagannatha and promised to dedicate the blessed 
child in the services of the Lord after he/she grew up. In course of time 
he was blessed with a beautiful girl child whom the parents named 
Padmavati as the child appeared to them like Laksmi. 

When the child grew up and attained puberty the devoted DevasSarma 
visited Sriksetra with his family and was directed in a dream by the Lord 
to find out his devotee Jayadeva who would be the suitable groom for 
Padmavati. Jayadeva at that time was living as a recluse under a tree 
deeply engaged in study and meditation. Obeying the dictates of the 
Lord, the couple left Padmavati near Jayadeva in spite of the latter's 
strong unwillingness to accept her as his wife. They then returned 
back to their native village. Jayadeva too received the orders of Jagannatha 
in a dream and Padmavati served Jayadeva with sincere devotion. 
Immensely pleased at Padmavatr's behaviour, he accepted her hand as 
his wife. After his marriage with Padmavali they shifted to a thatched 
cottage at a sacred place where the images of Sri Radha-Madhava were 
installed. As time passed feelings of deep love and inseparableness 
developed within their hearts. They sang songs and danced together in 
the service of Lord Krsna. 

In other accounts, it was mentioned that after their marriage the 
couple went to Kenduli where they worshipped Radha-Madhava in the 
local Visnu Temple. 

Yet in some accounts Devasarma forgot his vow to dedicate his 
daughter to the Lord. As soon as the daughter attained puberty, once 
all of a sudden, one day, she suffered from high fever which appeared 
difficult to be cured. In a period of utter remorse his past memory flashed 
across his mind. The parents were also ordered by Sri Jagannatha in a 
dream to fulfil their vow and acquire ‘Jaya’. 

Thereafter, the parents started off to Sriksetra with Padmavati. 
They performed the necessary rituals for dedicating their daughter to 
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the Lord and returned home leaving her inside the Jagannatha Temple 
complex. Unfortunately it was a rainy night. While Padmavati stood 
silently not knowing what to do she met an old Priest of the temple 
engaged in philosophical discussions with Jayadeva. She fell at his feet 
and earnestly requested him to save her life. It had so happened that 
the old priest had lost his only daughter a few days ago. As such he took 
pity on her and requested Jayadeva to marry her. But Jayadeva, being 
shocked at the unexpected offer, ran away to his cottage in that heavy 
rain. Padmavalh followed him, instructed by the priest, and went inside 
his cottage completely drenched. Bewildered at the situation Jayadeva 
prayed to Lord Jagannatha. Candra. the nephew of Jayadeva, was 
however charmed to have a glimpse of the beautiful face of Padmavali 
in that darkness: Addressing her as aunt he welcomed her with much 
hospitality. Subsequently Jayadeva married her in accordance with the 
Vedic rites. 


Rest of the Life 
While staying in his asrama at Puri, Jayadeva started composing the 
Gitagovinda for the satisfaction of Lord Jagannatha. He sang his poems 
before the Lord with devotion while his wife Padmavati danced. Once, 
while the composition of Gitagovinda was in progress, he went for bath, 
stumped and confused about a particular phrase in a song of the tenth 
canto. He hesitated to write down the idea, purporting to be a request 
of Lord Krsna to Radha, to place her feet on His head as a mark of His 
intense love for her. Jayadeva used to take his bath daily in the sea which 
was about a mile away from his residence. While he was away for his 
bath, Lord Srikrsna came in the guise of Jayacdeva and scribed the line 
“Dehi padapatlavamudaram” on the palm-leaf manuscript. On his return 
from bath Jayadeva was pleasantly amazed to read the mysteriously 
written lines. His wife narrated the uncommon event. Jayadeva was 
bewildered. On that very night, Lord Purugottama Jugannatha visited 
him in a dream and Jayadeva was overjoyed to realise that his wife was 
indeed fortunate enough to have darsana of Sri Krsna in person. Once 
again it so happened that Sri Krsna himself repaired the straw-roof of the 
cottage of Jayadeva in disguise. Sadhu Jayadeva's devotion towards God 
was intensified from those events and he offered his poetie creation, the 
Gitagovinda to Si Jagannitha. 

The glory of the work and the fame of the poet spread far and wide. 
The king of Utkala was pleased to realise the value of the work and was 


inspired to prepare a similar work, and titled it Abhinav Gitagovinda. He 
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even ordained that only the songs of Abhinava-Gitagovinda should be 
sung during the daily rituals of Lord Jagannatha. But Jayadeva used to sing 
his Gitagovinda before Sri Jagannatha as usual. This created a controversy 
and meant defiance of the king's order. Then in order to weigh both the 
works they were kept inside the sanctum of the temple at night and the 
doors were sealed. The next morning, to the utter surprise of everybody 
present. the Gitagovinda of Jayadeva was found kept above the other. 
The same night the desperate king was also directed in a dream by Sri 
Jagannatha to give publicity to the glory of Jayadeva's Gitagovinda. 

Padmavati. the ideal devoted wife, decided to copy out the entire 
Gitagovinda on tilasi leaves with sandal paste and offer the leaves to 
the Lord. She tried her best but it seemed as if the work could not be 
completed within the stipulated period. She became intensely worried. 
One night two sdidh approached her and copied out the rest of the 
text. She was delighted and went to the temple to offer the garland of 
tulasi leaves with the Gitagovinda scribed on them to the Lord, but was 
not allowed to do so by the temple priests. In despair she took back 
the garland and threw it into the sea. To the great astonishment of all, 
the next morning when the temple doors were opened, the same 
garland was seen adorning the neck of Lord Jagannatha. Thus the 
Gitagovinda was declared as dear to the Lord and Padmavati as a true 
and sincere devotee. 

Once a village woman, while plucking brinjals in her kitchen-garden, 
was singing the melodious songs of the Gitagovinda. Lord Jagannatha, 
moved by her song, left the temple and followed the woman listening and 
enjoying her melodious tune. Because of this the Lord's cloth was torn 
by the thorns of the brinjal plants. He returned to the temple hurriedly 
soon after the woman's departure. The torn clothes were detected by the 
chief priest the next morning and he was confused how that could have 
happened. The priest and the rajd of Puri were told about the whole 
incident in a dream that night. Thereafter the village woman was sent 
for and was appointed by the king to sing the verses of the Gitagovinda 
while the temple rituals were performed before Lord Jagannatha. 

At the same time, as a precautionary measure, the king prohibited 
the singing of the Gitagovinda outside the temple premises. Violating 
the king's order one Muslim youth recited a few of the songs from the 
Gitagovinda while passing by the temple on horseback. Sri Jagannatha, 
enchanted at the melody of his favourite songs, appeared before the 
youth to listen to his renderings. The Muslim singer thus could get the 
darsana of the Lord and was liberated. 
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Twelve pieces of sacred cloth, each one woven with a canto of the 
Gitagovinda were later introduced in the temple ritual for use of the 
Lord. The expert weavers of the Kenduli village were assigned the work 
of weaving the Gitagovinda. It was also then decided that Jayadeva 
would sing the songs while they were at their looms. Thus the work 
continued uninterrupted and one day while they were on the seventh 
sarga, Jayadeva became overwhelmed with emotion and went into a 
state of ecstasy and eventually the weavers stopped their work. A strange 
thing happened. Mysteriously, a sddh1 appeared in front of the weavers’ 
houses and sang the remaining lines of the canto, as a result of which the 
weavers could finish the weaving. 

Once, in order to test the chastity of Padmavati, as well as her love 
for her husband, the queen sent her a false news of the sudden death 
of Jayadeva who had accompanied the king to the temple. Garments 
dipped in blood were also displayed before Padmavati. Unable to cope 
with the tragedy, she fell down unconscious and died instantly. The 
queen was utterly shocked and was in panic. The king and Jayadeva 
learnt the whole affair after their return from the temple. The angry king 
ordered punishment for the queen immediately. The saint Jayadeva, 
being very compassionate towards the queen, prayed for pardon, sat 
in deep meditation and was soon immersed in singing the songs of the 
Gitagovinda. To the astonishment of the entire crowd Padmavati regained 
Consciousness as if woken up from a swoon. 

Another day, Jayadeva, invited by some of his disciples visited 
them in a far off village. His disciples honoured him and presented 
him with valuable jewellery and clothing. On his way back through a 
jungle he was attacked by a group of robbers. To get rid of the robbers, 
he handed over the entire wealth to them, but still the cruel robbers 
chopped off his hands and feet and deserted him in that helpless 
condition. Unperturbed even at the grievous physical injury, he, in 
rare composure, prayed to his Lord and was rescued from the 
great disaster. 

Fortunately he was found by the king curing his hunting expedition 
and was brought back and left under the care of Padmavati. After a few 
days the same set of robbers once again appeared at his house but were 
received cordially by Padmavati. Though Jayadeva could recognise the 
thieves, yet he requested the king to give them back the jewels they Ha 
robbed and the king fulfilled Jayadeva’s wishes. Under the instructions 
of Jayadeva the robbers were escorted by a group of royal attendants on 


their way back through the jungle. 
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The robbers, overtaken by the greatness of Jayadeva, narrated before 
the royal attendants the foul-play against Jayadeva. It so happened that 
the robbers were struck by thunder and died in the jungle. The noble 
hearted Jayadeva became very much worried at the news of their 
death. His wife Padmavati nursed Jayadeva day in and day out. By the 
mercy of God he got back his limbs that had been chopped off by the 
robbers. Then he and his wife spent the rest of their life in Sriksetra 
singing the Gitagorinda. 

Legends also tell us that Maharst Vyasa Deva had appeared as 
Jayadeva in the Kali Yuga. He had extraordinary talents in the Vedas 
and Prerinas. AS mentioned in the Padma Purana he had narrated the 
divine and mysterious fila of Sri Radhakrsna through the lucid, soft and 
enchanting songs of the Gitagovinda for the liberation of mankind. 

The saint Jayadeva used to take his daily bath in the Trievni sangama 
of the Praci and worship the Triveni Madhava who is still worshipped on 
the ghat. 

Once he fell down unconscious on the road while returning from 
the river. Fortunately the king saw him and took proper care. The king 
offered a vehicle and requested him to use it for going to the river daily. 
But Jayadeva politely declined the king’s magnanimity and continued 
with his old habit. 

The pious couple intensely desired to go on pilgrimage to Vrndavana 
Dhéama with the images of Radha-Krsna which were rather heavy. As 
told in a dream by the Lord, the problem of carrying those images was 
solved by the transformation of the idols into Salagrama, which on arrival 
at Vrindavana, assumed the original shape of stone idols. The couple 
worshipped the images till the end of their life. 
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r yhe Gitagovinda surpasses all other preceding works of the great 
master-poets by its sheer lyricality and inspiring expressiveness, 
though not so much through its poetic greatness. For example, 

Kalidasa’s Meghaduita is a far greater kdvya in terms of poetic value. But, 
by its three-dimensional! appeal of music, poetry and mystic spiritual 
contents, the Gitagovinda has earned unsurpassed popularity, tantamount 
to adoration. So amazing has been its popularity for the last eight hundred 
and odd years that it can be said to have ‘charmed, enraptured, feasted 
and fed’ the mind and soul of the people of India and abroad. 

The Gitagovinda was regularly sung and danced in the temple of 
Jagannatha at Puri till recently as a part of the Lord's nocturnal liturgy, 
perhaps from the days of Jayadeva and undoubtedly from the days of 
Gajapati Prataprudradeva who promulgated an order, perpetuated by 
an inscription dated ap 8.7.1500, to the effect that the singing of the 
Gitagovinda would henceforth be a compulsory daily ritual in the 
temple of Jugannatha. The king even appointed singers and clancers for 
the purpose.? 

The inscription still survives there in the temple wall but the song and 
dance have since been silenced. It is difficult to believe that there was 
any regular and unbroken musical tradition in the Indian subcontinent, 
not excluding Odisha, right from the first part of the 13th century aD, 
when the Gitagovinda was supposed to have gained wide admiration 
and popularity. By musical tradition we mean what is commonly known 
as guru Sisya paramparda or sampraddya. 

The art of music being an art in ‘time’ and not in ‘space’ and there 
being no mechanical device to record the music prevalent in mediaeval 
India, it is unthinkable how any kind of music could retain, even its 


to KN. Mahapatra, Sri Jayadeva O Sri Gitagovinda (Oriya), p12. 


2 Ibid. p. 15. 
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pristine ‘form’, not to speak of its transient ‘content’, that keeps on 
changing with time despite being cultivated by the most conservative 
and rigid performers, particularly of vocal music. And again, admitting 
that Jayadeva, the poet-musician, had himself tuned the songs of his 
Gitagovinda in the rdga and tala which are found mentioned with each 
song and probably copied out without interpolation in the later texts, 
was it not open to and possible for other musicians to sing or tune the 
songs in a different form and style within the sound structure of the 
original rdgea and td/a in a more evolved manner? Was it, again not a 
possibility for such other better styles to influence, alter and even efface 
the original and in a way supplement the original? These questions 
arise naturally when one has to ponder over the original rdga and teila 
set by Jayadeva. 

According to Riana Kumbha, the prabandha composed by the poet 
Jayadeva lacks proper form as it goes without all the different ariga (limbs 
or constituents) that characterise a prabandha. Therefore, he was, he 
says, fixing up the different limbs such as svara, (tala, pata, tena) etc and 
shaping them properly, putting it to practical singing and introducing it 
after discarding the bad commentaries thereon.’ 

Kuimbha's Sangitardja and Rasikapriyd were written almost 
simultaneously in the year 1456 ab *. So the ‘bad commentaries’ referred 
to by Kumbha are those that were written prior to the year 1456 ap 
namely, Sdradipikd by jJagaddhara (who also wrote a music treatise 
named Sangitasarvasva), Sandakbhadipika by Dhriti Kara alias Dasa, 
Sarvarigasundari by Narayana Dasa, Tippanika by Mananka and last 
but not the least, Bhdvavibhdvini by Udayana Acarya, which perhaps 
was the very first commentary on the Gitugovinda. These were not the 
only ones; some more, as some of these commentaries show, had also 
been written and some of the commentaries have tried to elucidate some 
of the rdga. By the end of the 18th century many more commentaries 
were added. 

A study of most of the available commentaries reveals that perhaps 
the commentators were learned scholars in Sanskrit but were not equally 
proficient in the theory and practice of music. Perhaps they did not 


possess adequate knowledge in respect of the most vital aspect of Indian 


3 Two copper plate inscriptions of King Narasimha Deva IV of Orissa in /.A.S.B. 
Vol. LXV, 1895. 


4 SN. Rajaguru “The Kenduli copper plate grant of Narasimha Deva IV", in 
O.H.#J. Vol. ¥, No. 1, pp. 1-100, 1956. 
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music namely, rdga. Music being the finest of the fine-arts and being 
different from poetry, the sentiments of rdga cannot be equated with 
the poetic or dramaturgical sentiments. It has its own language and raga 
have to be defined, described and introduced in that language. 

Most of the commentators disappoint us in our quest for the stara 
structures of the rdga of the Gitagorinda songs. 

As regards the tradition, the comments of Barbara Stoller Miller, one 
of the most well-informed and erudite editors of the Gitagovinda, seem 
to be true. She observes: 


“Although the oldest manuscripts show striking agreement in 
designating a group of eleven different rdga for the twenty four 
songs, there has been no traditional transmission or notation tO 
assure that these names designate the same melodic patterns they 
do in later time, The fact that many commentators are preoccupied 
with cefining the rdga in terms of the Indian music theory 
suggests that the songs were variously interpreted throughout 
their history”. 


We would not like to deal with the other musical aspects of the 
Gitagovinda with the observation that in the absence of a living tradition 
as old as the poet Jayadeva the only other way of forming an idea of the 
melodic implications of the réga in question is to take the help of music 
treatises written either during the period to which Jayadeva belonged or 
during the not-too distant past. Treatises of the period posterior to the 
poet will, when relevant, be consulted. 

The Gitagovinda, as its very name suggests, is a work which sings 
the glories of Govinda, the cowherd lord or, simply Krsna. It may also 
mean ‘Songs on the Art of Love of Govinda or Krsna’. 


5S HK. Mahtab, History of Orissa, Vol. 1, pp.203-204 
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Songs or gila are believed in India to be one of the best things that 
please God." So poet Jayadeva has offered his clevotion to Him in the 
form of gita. 

Immediately after the opening stanza, the poet says that he was 
composing a prabandha containing the amorous sports of Lord Krsna.” 

What is a gita and what is a prabandha? 

In common parlance any versified composition meant for singing is a 
gita. But technically, i.e., in the sphere of musicology it has been differently 
conceived of and differently defined in the dlifferent periods of its history and 
evolution in India. Perhaps the first treatise to define gita is Mdnasollasa, an 
encyclopaedia of the 12th century aD. According to it, a composition where 
sverd, pada and tdala have been blended is called a gita. 

The compositions of the Gitlagovindaseemto conformtothe definition 
of Mdanasolldsa whose author may be taken as a representative of the age 
to which Jayadeva, the author of the compositions, belonged. That there 
has been the happiest blend of pada and td/a in the compositions of 
Jayadeva is an unquestionable truth and the introduction of svara into 
the blend is now a job for the performer. 

As regards prabandhe, an epithet used by the poet Jayadeva for his 
Gitagovinda, it is used perhaps to signify both a literary and musical 
prabandha which is called so because it is, says Sangitacudamani 
(12th century AD). 

The dhatii are different parts of the melodic structure of a 
prabandha. The four dhatii are 

(1) udgraha 

(2) melapaka 

(3) dhiruva 

(4) dabhoga. 


A prabandha need not always have all the four parts. It can have even 
two or three.“ When it is composed of two parts the melapaka and the 
dbhoga part are discarded. In that case it consists of the ucdgrdlia and 
the dhruva. When it is composed of three parts, either of the two parts 
melapdka and dabhoga is dropped.® 


6 CV. Kamachandra Rav, Administration atid Society in Medieval Andhra, p. 231. 
South Indian Inscriptions, Vol. TY. pp. 1191-94. 


8 H.C. Das, Socto cultural life during the rate of Imperial Garges, Yol. XXVILL 
No. 1-4, pp.73-74. 


9 Ibid. 
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The six arnga or limbs of a prabandha are the different elements 
used in framing both its melodic, verbal and rhythmic structure.” 

A prabandha can have any number of ariga but always more than 
one. Thus it can have six, five, four. three or two. According to the number 
of these, it will be deemed to belong respectively to medini, anandini, 
dipani, bhaveni and tardvali class. 

Thus, in the medieval period of Indian music, a prabandhea was 
conceived of as a living, dynamic embodiment of music the ‘prabandha 
purse’ having svara and tala as two legs, pata and vinida as two hands 
and tena and pada as two eyes. 

It is strange that none of the music treatises of the 13th, lth and 
15th centuries have referred to or quoted any of the songs of Jayadeva's 
Gitagovinda in connection with prabandha despite the widespread 
popularity and excellence of the compositions. The only exception 
in this respect is the Sangitardja of Rani Kumbhakarna who, as we 
have already mentioned, wrote his Rasikapriyd commentary on it. The 
apparent attitude of indifference on the part of musicologists as well as 
the shallow analysis of the musical aspects of the Gitagovinda can only 
be explained historically. 

Inclian music was passing through a ferment during the 13th and 1th 
centuries particularly after the advent of Amir Khusro who, it is believed, 
was trying to bring about a fusion of the music of India and that of Persia 
which the Muslims brought with them. The ancient music system of India, 
based on grama, murchand, etc for expressing the theoretical aspects of 
the raga, was gradually giving way to the new system based on mela 
which was adopted from Persian music. Introduction of new musical 
instruments for playing the Indian réga added to the confusion resulting 
from the fusion referred to above. Thus the music of the Gitagovinda 
could not find proper expression theoretically and, as we have already 
shown earlier, its continuation in its pristine melodic form and content 


was not possible. 


10 SN. Rajagura, Inscriptions of Orissa, Vol. 11, pt-l, p.251. 
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As regards the outer structure of the songs, they appear to be the 
earliest examples of their kind in Sanskrit literature. In the regional 
languages, however, composition of that kind had already gained 
popularity. Particularly in the languages of the north-eastern part of India 
(Odisha, Bihar. Assam and Bengal) quite a large number of songs had 
been composed by Buddhist monks of the Sahajiyd cult and were known 
as carydpada which were esoteric and spiritual in content. Popular 
images in common language had been chosen from common social life 
and used in the songs so as to attract the common mass. Almost each of 
these songs which were first discovered for us by M.M. Haraprasad Sastri 
is earmarked to be sung in a particular rdga named above it. A few such 
rdga are gauda, gurjari. cdesakhya, rdamakeri, bhairavi, etc. 

These have been recognised as carydprabandha in music treatises 
like Manasolldsa, Sangitaratndkara of Sarngadeva, etc. Both these 
volumes were works of the medieval period and the first one was almost 
contemporary to the Gitagovinda, while the second was written just 
about a century later. 

On an analytical assessment, many a song of the Gitagovinda will be 
found to be Carydprabandha. 

The second trait of Carydprabandha is antydnuprdsad or 
‘endrhyme’. This is so obvious and so perfect in each of the songs of the 
Gitagovinda except No. 2, that it need not be pointed out. 

The third trait of a Carydprabandha is that it should have spiritual 
ideas as its content. That the Gitagovinda is almost a religious scripture 
for a large number of people is too well-known to need any proof. As 
the carydpada of the Buddhist monks have an inner, different, spiritual 
meaning apart from what is outwardly conveyed, so, too the songs of the 
Gitagovinda have a spiritual meaning under the apparently erotic garb. 
The fourth trait of a caryaprabandha is the employment of a tala named 
dvitiydadi which, according to its definition, comes to be one of eight 
matrd or beats. The td/a or time-measure can be very suitably employed 
in the songs scanned above and in many more songs having lines of 
sixteen mores. The tala will have two complete cycles (dvarta) in each 
line and will present no difficulty. 

Thus song No. 9 of the Gitagovinda conforms to all the conditions of 
a carydprabandha of the Sangitaratndakara and is of the visamadhruva 
variety or genre of caryd. 

“Natha Hare sidati Radha vasagrhe” 

Similarly, songs numbering 14, 16 and 18 will also come under the 
caryd class. 
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The carydprabandhda, nay, most of the numerous medieval 
prabandha, lost their popularity in course of time and the caryd songs 
were lost in oblivion with the advent of new religious cults. It is, therefore, 
not surprising to find some later music treatises differently classifying 
most of the Gitagovinda songs. Thus, the Gitaprakdsa. a 16th century 
treatise written by Krsnadasa Badajena Mahapatra of Odisha, says that 
the Gitagovinda of Mahakavi Jayadeva contains a large number of songs 
of a hybrid class as they bear characteristics both of the citrapada and 
citrakala varieties.” The Sangitakalpikd(c. 1635 ap) written by Haladhara 
Mishra is also of the above opinion and has tried to justify it by concrete 
analysis of a song of the Gitagovinda. 

However, we think that according to the 12th-13th century concept of 
Indian music, many of the Gitagovinda songs would perhaps be termed 
as carydprabandha and all the songs would be classified as taravali as 
they have only pada and tala. 

Of course Rana Kumbha, the author of the Rasikapriyd commentary 
on the Gitagovinda, in his great zeal to give a grand. medieval musical 
setting to Jayadeva's compositions, attempted to introduce into them 
almost all the parts of a prabancdha (namely, svara, tend, pata, etc) and 
even dfldpa. But to project the songs of Jayadeva exclusively or even 
predominantly as musical compositions would perhaps be incompatible 
with the spirit of the Gitagovinda which, according to the poet himself, 
is intended to satisfy the three-fold objects, namely of music, poetry 
and spirituality. One has to remember always that the pada, i.e. the 
verbal aspect of the Gitagovinda should never be weighed down or 
subordinated to the melodic and other musical aspects. 

Let us first look at the padea and try to understand the rhythmic side 


of the Gitagovinda. 


Rhythm and tala (time-measure) 

Each of the compositions of the Gitagovinda {including even the 
stanzas in syllabic meters such as Sdrdtitavikridita, vasantatilaka, 
drudtavilanbita, etc) can be treated as nibadedha gita and can be put to 
singing. In fact, the Rasikapriyd commentary of Rana Kumbha made a 
laudable attempt in this direction. The songs of the Gitagovinda being 
uibaddha gita, they have to be set to befitting tdla while rendering 
them to actual singing. The Sarvarigasundar? commentary of Koei 
Narayana Disa of Odisha is silent on the tala, though the names of 


the rdiga have been indicated for each of the songs. Indicating tela tor 


the songs appears to have been acts of musicians and commentators 
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Jater than Jayadeva and had vexing variability in this respect which is 


noticed in the manuscripts. 


Tala or time-measure in lyrical music 

Lyrical music (by which we mean that type of music in which sweet 
poetry is attempted to be made sweeter still by the employment of 
melody) employs time-measures of a simple pattern. These time-measures 
are generally ‘even’ i.e. they consist of equal number of beats in each 
division and are preferred to the ‘uneven’ ones which demand more time- 
consciousness and are bolder in rhythm than the even time-measures. The 
melody aspect of a composition gets comparatively free scope to express 
itself in the even time-measure and that is what lyrical music needs most. 

The tempo or /aya in music is a big factor that determines its 
emotional quality and character. Lyrical music generally favours the fast 
and the medium, rarely the slow tempo. 

As already seen, the Gitagovinda of Jayacdeva consists of twenty- 
four songs of which only four are composed in metres favourable for the 
uneven time-measures. The rest are meant for the application of the even 
time-measures. 

Metres in Sanskrit are broadly of two classes, known respectively as 
rtta and jdati. All the twenty-four songs of the Gitagovincda are composed 
in moric metres and the rest i.e. all the other stanzas are in syllabic metres 
excepting a few in dryd metre which is a variety of moric metre. 

We have already shown earlier that most probably, Jayadeva had, 
before his creative vision, the carydprabandha as his ideal as far as the 
form of the Gitagovinda songs was concerned. The most ‘common’ metre 
for these was the paddhati alias pajjhatika metre having sixteen mores 
or madatras in each pada although other metres could also be used. 

This has no end-rhyme but rhyme is not the only aspect that singles 
out Jayadeva'’s compositions as lyrics of unparallel rhythmic beauty. 

It is to be noticed that Gitagorvinda commentators Rana Kumbha, 
Laksmana Suri and Samkara Misra have indicated either nissdra or 
riipaka tdla tor song No. 9 which, we are afraid, do not fit in with the 
natural metrical pattern and, if employed will injure the spirit and beauty 
of the metre. Most of the Odia editions of the Gitagovinda have indicated 
the Odishan ekatdli tala which, consisting of four madtrda according to 
its current as well as ancient application, can fit in very well with the 
metrical pattern. The ciditdala of the second variety, Le. dvitiya tdfa, 
recommended in the Sargitaratnckara is the ideal tafa for song No. 9 


which, as we have previously shown, is a carydaprabandha. 
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One should not forget that these prabandha of the Gitagovinda are 
not ‘recitative stanzas' but ‘songs’ which have to be sung by the application 
of a suitable time-measure consisting of dvaras or rhythm-cycles of equal 
maird. So, if the dhruva which, as it is, consists of fifteen maditrd, is not 
equalised with the other lines, each of which consists of sixteen mara 
the c/hruva of the other songs can be given necessary rhythmic setting on 
the considerations applied to the dhruva of song No. 9. 


Melodic aspect of the Gitagovinda 

We can now make a brief assessment of the melodic aspect of the 
Gitagovindca. In this connection we remind the readers of the valuable 
observation of Pandit V.N. Bhatkhande which we have quoted almost at 
the outset of our discussion. 

It is well-known that almost all the medieval poetic pieces were 
intended either to be recited or sung. Those that were intended to be 
sung usually bore the name of some raga. The choice of the raga might 
have been made arbitrarily by the writer of the poetic piece without 
any consideration for the spirit or bhdva of the rdga and the spirit of 
the piece; yet, singing of the piece in that very rdga is looked upon 
as a matter of respect for the poet and a matter of pride of our own 
musical antiquity. Hence, most of us would like to hear the songs of 
the Gitagovinda in the rdga indicated for each. The following rdga are 
generally found to have been indicated for the twenty-four prahandha 
of the Gitagovinda: 


1. Malwa or Gandamalava or Malavagondea - Song Nos. 1 and 13. 
2. Gurjari- Song Nos. 2, 5, 7, 11, 15, and 18. 
3.  Vasanta- Nos. 3, 14 and 20 
4. Ramakri-Ramakeri or Ramakiri- Nos. 4, 23, and 24 
5. Gundakeri, Gondakri or Ginidakriti - Nos. 6 and 12 
6. Kearnadfa- No. 8 
Desakhy - No. 9 
8. Varddi or Desavardgi- Nos. 10, 16, 21 and 22 


9. Blheairava or Bhairavi- No. 17. 


Another raga named vibhdasa also appears to have heen indicated in some 
editions and manuscripts for song No. 23. It is only in the Rasikapriyd 
commentary of Riana Kumbha that a marked departure has been made 


in the matter of indicating the rdga. Other commentaries reveal a sort of 


agreement in naming the rdga. 
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Jayadeva himself has used the name of only one rdga, namely, 
paricama in the body of Song No. 4. It is evident that poet Jayadeva was 
fond of this great, ancient grdmardga. Strangely however this raga has 
not been indicated for any of the twenty-four songs of the Gitagovinda. 
If Jayadeva himself indicated the raga that are now found on top of the 
songs, it remains to be explained how he could leave out paricama raga. 
But we need not enter into the controversy of whether the raga now 
found in the Gitagorinda were at all the choice of Jayadeva himself. At 
least this much is certain that almost all the commentaries written on 
the Gitagorinda during the period beginning from the 14th century AD 
down to the 18th century ab have ‘generally’ used the raga we have listed 
above and the songs were sung accordingly. 

The vsciga of the Gitagorinda are not uncommon ones in the sense 
that these rdga are also found to have been defined and described in 
the music-treatises of the age to which the Gitagovinda belonged. Many 
of the rdga had actually been used in compositions earlier than the 
Gitagovinda and were in vogue then. 

Again, many of the said raga are even now in vogue under names 
which have been slightly changed in the process of linguistic evolution, 
and due to impact of regional influence. In the northern Indian system 
of music (Hindustani music), we now have vasant, ramakeli, gunkali, 
kanacla, deosakh, vardadi, bhairav, bhairavi, gurjari (lodi) malavi, etc. 
Some of these are also found in the current music system of southern 
India (Carnatic music). But though there is a similarity in the name, the 
melodic content of almost all the raga have changed vitally. This has been 
sO on account of change in the vibrational values of the notes used in 
the rdga under the mela or that system which came into being from the 
15th century. Prior to this, the notes were fixed according to the grama- 
mchand system and had different vibrational values. For example, if we 
compare the notes of rdga vasanta as it is sung now-a-days and defined 
in the current music treatises with the notes given in the medieval music 
treatises for the same rdgd, we can at once discover the great difference. 

However, this need not vex us. Rdga indicated in the Gitagovinda 
may just be taken as guidelines for using certain notes in singing. After 
all, the prabandha of the medieval period were not always meant to 
be used as vehicles for providing free and full movement of rdga or for 
the full melodic development of the raga. The songs of the Gitagovinda 
really belong to that type of music where poetry and melody are of equal 
importance. They are not to be sung like dhrupad or khayéal of northern 
Indian music or to be used as mediums for exhibiting the technical skills 
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of the art. Rather, the songs of the Gitagovinda are best rendered in the 
style of bhajans wherein the feelings and emotions contained in the 
words and pada are of primary importance. It is enough if the pada are 
rendered sweetly and rhythmically, with the aid of suitable musical notes 
so as to intensify the poetic bhavas. 


Even then, our reverence for antiquity and for the great poet 
Jayadeva would be gratified highly if we can put the songs of the 
Gitagovinda in the réga which are generally indicated for them in the 
texts and commentaries belonging to the period that gave birth to it. 


The following books and articles by scholars specialising in music. Gitagovinda 
and Odisha were consulted in support of the theories and issues discussed above 
relating to music and Gitagovinda's impact on music and poetry of the times: 


1 NK. Sahoo, Juyadeva the poet of the Gitagovinda, His date and place, in 
Souvenir of Shri Jayaderva 1968, p.16. | 
S.N. Rajaguru, Inscriptions of Orissa, Vol. I part-Il, p.163 I 
“Kurumakela Charter of Shatrubhanja, /.B.O.R.S. Vol. 11, pp-429-35. | 
S.N. Rajaguru, “Copper plate grant of Ranaka Shatrubhanja”, O.H.R.J. Vol. I. 
S.N. Rajaguru, 7.0. Vol. I, p.282. 
The pillar Inscriptions of Rellivalsa Vol. Il, prll, p.279. I ନ 
P. Acharya, “On the worship of images of Radha-Krsna”, in Sortrvenir on Shirt 
Jayadeva 1968, p.56. | a a 
8 Devangana Desai, Erotic Sculptures of India, Socio-Cultural Stitdy, 1973, 
3.106-107. 
9 p Acharya, Studies in Orissa History. Archacology and Archives, p.?6. 
7; ¥ SBE nH ~ Fo ” -IL, p.335. 
10 S.N. Rajaguna, fuscriptions of Orissa, vol. 11, pull, p-3 " n 
11 C.B. Ramachandra Rao, Administration and Society in Medieval Andhra, 
pp.324. | eo 
12 Kedarnath Mahapatra, $11 Jayadera O Gitagorindea, p-49. 
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n ancient and medieval Odisha, the temples and the matha were 

centres for promotion of all kinds of arts. A temple itself was 

the embodiment of architecture, sculptural art and painting. It 
gave partonage to poets, cancers, sculptors and painters. The inner 
yards of the temples were the places where performances were held 
to entertain the gathering devotees. Ali the best literary creations 
were composed in the serene ambience of the temple. The poet at 
the outset invoking the grace of the presiding deity of the temple 
indulged in poetic creations. 

The Gitagovinda which has created a considerable sensation in the 
fields of art and literature of this country is believed to be the product of 
the Jagannatha Temple of Puri, where it is sung and recited in important 
rituals since several centuries. 

Jayadeva in the introductory verse of Gitagovinda has sung the praise 
of Krsna and declared himself as Padmdavaticaranacdranacakravarti. 
This declaration proves his versatility in the art of music and dance. As 
per a legend, Padmavati was a beautiful young dcdevadds? who later on 
became the life partner of Jayadeva. Before his marriage to Padmavati, 
Jayadeva was well-known as a master of music, dance and drama and 
was taking delight in singing his Gitagovinda in the temple of Lord 
Jagannatha at Puri. After their marriage, Jayadeva and Padmavati made a 
perfect pair and they together presented the Gitagovinda in the presence 
of the Lord every evening. Jayadeva’s recitals were then accompanied 


1 Jayadeva, wandering king of bards who sings at Padmavati's lotus feet, was 
‘obsessed in his heart; 
By rhythms of the goddess of speech 
And he made this lyrical poem oo 
From tales of the passionate play when Krishna loved Sn. 
Barbara Stoller Miller, The Gitagovinda of Jayadeva, Lore Song of the Dark 
Lord, The first part, Joyful Krishna, p.09. 
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by the dancing steps of his beloved Padmavati. Gitegovinda was sung, 
danced and enacted at several other places throughout Odisha following 
the traditions in the Jagannatha Temple at Puri. Undoubtedly this poem 
has the potential of being sung and danced and in fact it was a Sanskritised 
form of the folk theatre that was prevalent in Odisha, 

Dancing forms a part of the rituals in any temple. Dancing is 
also accompanied by singing. Dancing is common to both Saka and 
Saiva temples alike. The Vaisava temples imitated this tradition® and 
took it up seriously for the propagation of Vaisnava faith and bhakti. 
It is not definitely known when the devadast (divine dancers) were 
introduced into the temple rituals. The Brahmesvara Temple stone 
inscriptions of Kolavati Devi, the builder of the temple and the mother of 
Udyotakesari (1040-1065 an) gives a clear proof to this aspect.* Though 
indirect earlier references have come to our notice from the cave 
inscriptions at Yogimatha and from the Carydpada, composed in 9th 
and 10th century ab, the Brahmesvara is the only direct evidence. After 
Brahmesvara, the mention of devadasi is found in the stone inscription 
of Madhukesvara Temple (1082 abn) at Mukhalingam and SobhaneSvara 
Temple (1190 an) at Niali.' This proves the popularity of devadedisi 
tradition in temples. Devaddasi were dedicated to the temples and they 
were the temple dancers whose services in the temple were considered 
as a sevd in the temple ritual. The devaddasi appointed in the temple of 
Jagannatha at Puri were known as mdahari, the first mention of which 
was recorded in the copper plate grant of Karna Deva, the grandson of 
the king UdyotakeSari’ stated earlier. 

The devaddasi or maha? seva was first introduced by the Ganga King 
Narasimhacdeva (1278-1307 ab) in the Jagannatha Temple, Puri, as a part 
of daily ritual. Long after this practice Gajapati Prataparudradeva again 
in a stone inscription issued in 1500 av declared that the song and dance 
recitals of the Gitagovinda only are to be performed as daily seva before 
the Lord Jagannatha and nothing else. 

From the temple records we can establish that drama presentations 
were frequently held in the temple courtyard of Jagannatha Temple 


2 Sunil Kothari, Odissi: Indtan Classical Dance Art, pil. 
3 Sharmila Bishwas, “Fhe Maharis of Orissa” in Attendance 2003-4, p.58. 
4 Mid 


95 SN. Rajuguru, Inscriptions of Orissa, 4, pp. 248-52. 


6 The Madaldpanj{ maintains records of the duties of various categories of 
servants in the temple. 
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most important factor of the giti-nafya which is enacted keeping in view 
the theme and sentiment of the song. The giti-ndfya is the earliest type of 
traditional Sanskrit drama in India, It is easily understood and appreciated 
by the common viewer. 

The theme of the Gitagov'inda is based on the résalila of Radha-Krsna 
which is enacted during the spring season." It is called Vasantardsa 
which is a yearly programme observed during the spring season in the 
matha, Brahmana sasana of Puri, Ganjam and at religious places of the 
other districts of Odisha. The Krsna theme has immense popularity in 
India. The dance of Krsna, first mentioned in HarivaSsa, casually refers 
to rdsa and names it as Hallisaka.'"' But the reference to rdsakrida has 
heen more explicit in the Blidagavata Purana. The term rdsamandala 
has also been noted in the Brahmavaivarta Purana. Gitagovinda in its 
distinct theatrical form is called rasali/a. In its artistic presentations, the 
theme of the Gitagovinda provides ample scope for the performance of 
solo, duet and small group dances. 

The first verse of the Gitagovinda determines the mood of the play 
and sets an indicator like the Stitradhara of Piirvaranga performs in a 
traditional drama. Out of the twenty-four songs, the first two are composed 
in praise of Lord Krsna, which can be treated as marigaldcarana as is 


10 Ibid. 
9 Gun 11 Caitanya Caritamrta, Adi, iv. p.57. Van Buitenen comments on The concept 
Debabrostid Das of /i/4 (p.192): “The important conception of God's sport is best understood 
in i Ha ” by its opposite karma. 1 contains free action (an action not resulting from 
hun : a preceding action in an endless retrogressive succession) performed to no 


purpose at all; no purpose that of necessity would result in new phalas tor the 
agent to enjoy or suffer. Hence it is compared to the literary inconsequential 
playfulness of a child... In creating, sustaining and resorbing the world God has 
no cause to effectuate and no end to achieve.” Lee Siegel, Sacred and Profane 


Dimensions of Love in Indian Traditions as Exemplified in the Gitagovinda of 
Jayadera, p.178. 


Bharatamuni, The NatyaSdstra, pp.291-301. 
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being done in a rasali/d. The invocation to ten incarnations ‘Jaya Jagadisa 
Haré - and the prayer to Lord Krsna ‘Sritakamaldkica....” are hefitting 
for the wrndagdna or chorus singing. Leaving aside the last song, the 
remaining twenty-one songs are based on the dialogues between Krsna, 
Radha and her sakhi, companion, out of which Radha's companion 
sings ten songs and Radha herself eight. The verse between these songs 
describes the place, situation, time and mood of the Gitagovinda. 

After the margalacarana and the wmdagdana the Gitagovinda 
rdsa nrtya starts with the core theme. The time suggested is the moonlit 
night in a spring season. On the banks of the river Yamuna and in the 
midst of tamala kurija Krsna dances in the company of Radha and other 
young maidens. The form of dance visualised by Jayadeva is the Hallisaka 
nrtya. Then dance is interwoven by the dialogues between Radha and her 
companions. They exchange narrations about Krsna and his activities. 

[n the old Natyasastra texts there is mention of rules guiding the 
dance performances, time of enactment, its moods and atmosphere. 
For different types of dances the suitable time and situation befitting the 
performances have also been codified. These rules can also be applicable 
for the performances of the Gitagovinda nmrtya. The Gitagovinda is an 
episode that centres around the union and separation of Radha und 
Krsna, the hero, (ndyaka) and heroine, (nayika) of the work. Abhinaya 
is the major aspect of the Gitagovinda dunce. In abhineaya the dancing 
characters express the characteristics of eight nayikas. In the codified 
Odissi dance, abhinay'a occupies a prominent place where the dancer 
expresses the mood of the theme. 

The hero Krsna has been depicted as «daksina ndyaka and gopi 
waiting for him have been portrayed as wtkanthita nayika in the tirst 
canto. Krsna dances surrounded by the young gop. The cance has a 
prominent role to play in the first canto. 


In the second canto Radha is dejected by Krsna. Krsna does not 


turn up at her Araija. He is in his clandestine tryst in some other kinja 
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while gop? keep on waiting for him to 
return. Since Radha is gloomy, dance is 
not suitable in this scene. Here Radha is 
prositabhevrtrika nayika. 

The third canto is also set in a similar 
mood as that of the second. Krsna is in 
the midst of rdsamaiidali dancing but 
suddenly leaves the place in search of 
Radha and in the course of his wandering 
comes to the bank of the river Yamuna. 
Here he is vidagdha ndyaka. The dance abruptly stops and is not 
continued anymore in the rest of the sequences. 

In the fourth canto, the companion of Radha comes to Krsna and 
reports the pitiable condition of her friend Radha. As Radha is depicted 
here as utkanthitd ndayika the dance cannot be performed. 

As noted above, the topics narrated from the second canto to the 
fourth canto can only be performed through abhinay'a. not nrtta. 

In the fifth canto Radha'’s companion returns back from Krsna 
and describes the sad plight of Vanamali who is pining for her on the 
banks of Yamuna. Krsna’s attitude and the intensity of longing can 
be shown through the dance to elevate the mind of Krsna for a union 
with Radha. 

According to the Neatyasdastra only the good qualities and activities of 
the hero and heroine are to be performed through abhinay'd. 

The songs of the Gitagovinda which form the dialogues berween 
Radha and her companions and Krsna and Radha’s friend are performed 
through the abltinaya and nrtla. 

In the sixth canto Radha is unable to move due to the burden of 
separation. The companion of Radha goes back to Krsna to report the 
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ailing condition of Radha. She again requests 
Krsna to come to the Rruija where Ridha is 
eagerly waiting for him. This much can be 
shown in abhindaya and there is no need 
of dance. 

In the seventh canto Krsna did not come 
and vipralambha Radha told her companion 
that Krsna has many other beloved women 
to satisfy him. So Radha’s time passed in vain 
waiting for him. This cannot be performed 
through the dance according to the Natyasdstra. 

As the main essence of the Gitagovinda is the vipralambha Sringdarea 
followed by mdana. heta, rati, etc these intricate situations of rdsd can 
only be better expressed through abhinaya than nptla or Pure dance. 
So also the d/mstanayaka and kheanditandayika of the eighth canto and 
kalahantaritandayikd of the ninth canto which eannot he normally 
depicted through the form of traditional dance. 

In the tenth canto Madhava tries his best to appease Ridha and at 
last bows down at her feet by way of supplication. This is best shown 
through abhinaya. 

Krsna waits to meet Radha who as abhisdariked comes tothe kritijaon 
the banks of Yamuna in the eleventh canto. To represeat the amorous 
activities of the hero and the heroine dance could be an exciting and 
action oriented performance. This dance is called stkrmcara nya 
according to the Nafyasdastra. 

In the last canto, the final union of Ridha-Krsoa takes place, Radha 
forgets everything that had happened before. Romantic mood clescencdls 
and she then requests Krsna to decorate her. 

The Gitagovinda is a Rdasakceyea and starts with rdsa und ends with 
rsa nrtya. This has been divided as hallisaka, mattavali, srnkhealda, 


latéabandhea and jangacdi. 
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r yhe Gitagovinda, considered from the emotional, visual, musical. 
dramatical and literary aspects, is a unique work in the history of 
Sanskrit literature. It has twelve cantos. twenty-four songs and 

seventy-two verses. The number of cantos corresponds to the number of 

chapters (skanda) of the Bhdgavata and the number of astapadi songs 
to the twenty-four alphabets of Gayatri mantra.’ In the Gitagovinda, 
at the beginning of each song the name of the rdiga has been indicated. 

Subsequently different commentaries and editions of the Gitagovinda 

have added tala and rdga as well as additional verses to each canto of 

the work. 

Jayadeva, at the very beginning of the work has hinted upon its 
nature, classifying it as a prabandhakdvya. In actuality it has only a 
few semblances of a kdvya and it exceeds beyond the limiting factor of 
the kdvya. It has more of visual possibilities along with its lyricism. 
Instead of going directly into the phenomenon of dramatic elements, we 
intend to apprise the readers of some of the important conventions of 
Sanskrit dramas. 

The Adavya is the generic name comprising all forms of poetical 
compositions in Sanskrit literature. It both delights and instructs. Two 
species of the Advya such as dr$)a, the visual and Sravya, the audio are 
recognised. The Sravya kdvya is divided as mahdakavya, the great poetry, 
l{aghu kavya, the minor poetry which is further subdivided as khanda- 
kdvya, ditta-kavya, gita-kdvya, campu-kdvya, etc. Of the audio-visual 
segment again there are two classes such as ndfyd, drama and ndifer, 
nrtta or n;7tya, meaning the pure expression with a musical support. 
All these fundamental denotations of the drsyakavya could roughly be 
applied to the Gitagovinda to a great extent. Moreover, it is constructed 


1M. Krsnamachariya, History of Classical Sanskrit Literati, 1974, p.339. 


2  Gitagovinda, Canto I, Verse-2. 
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with rhythmic words, in this sense, words as sound and sound as virtual 
meaning. There is an orchestration of syllables, a grand play with the 
muditory aspects of the vocabulary.* 

The dsya kata in India was first represented through ndafya «and 
mtya or mtta which means the dramatic gesticulation with language and 
dance without linguage respectively. The ndfya is Known as rtipa or 
show because it is finally a scene to be presented. Accordingly it is called 
as riipaka, for, it contains the assumption of parts by the character. 

As detined by the sage Bharata, the representation is an act of the 
ctor by means of which he recreates the rasa or sentiments inherent in 
the original situation forming the theme of the drama under enactment. 
This representation according to Visvanatha Kaviraja is possible in four 
ways viz physical, verbal, decorative and emotional. 

There are ten »ipaka or principal dramas and seven, thirteen, 
eighteen. twenty or twenty-seven upa-riipakea or the minor plays or 
dramas according to the great exponents in the line. But Visvandtha 
Kaviraja, a famous poet and rhetorician of Odisha has accepted ten and 
eighteen varieties of riipaka and npa-riipaka respectively. The music, 
dialogue, gesticulation and imitation were the precursors of the Sanskrit 
driamas.' Kohala has classified all the riipaka and pa-ripaka or plays 
into mdya and desi basing on the principle whether song and dance 
predominate in each of them. The song and dance are 
allowed to be performed not in mdarga ndtfya but in 
desi-ndta only. The plays like Bhanaka, Ramakrida, 
Redagakdavya, Hallisa, Rasaka, etc are called desi type of 
natya. The Gitagovineda may come under any one among 
the last three types. 

The ripaka has several recognised characteristics. 
They are called /aksanea or distinctions which are stated 
by Bharata to embellish the kaya. 


43 There is a tension in Sanskrit Jove-poetry between what is expressed and 
how it is expressed (the separated lover's pain described with delight 
and detachment a tension between content and form, spontaneity and 
conventionality, feeling and the right, Lee Siegel, Sacred and Profane 
Dimensions of Lore in Indian Traditions as Exemplified in the Gitagovinda of 
Jayadera, London, 1979, p.33. 


4 SN. Sastri, The Laws and Practice of Sanskrit Drama, Vol. 1, Pp. 2. Aristotle sys in 
his poetics - Epic poetry, tragedy, comedy, music of the flute and the hav, in mast 
of their forms are all in their general conception modes of imitation. They differ 
however from one another in three aspects, the meditem, the object, the manner 
and mode of imitation, being in each case distinct, 


5S Ndafyasdstrea, SVL, pe. 
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But Bharata neither defines what the laksana is nor illustrates 


the difference. But from the definitions of various faksana given by 
different canonists, the exact nature of the Jaksana seems to be of 
beautifying character. They are thirty-six natyadharma, thirty-three 
ndtya-alankdra, thirteen vithyariga and ten ddsyanga according to 
Sahitya Darpana by Visvanatha Kaviraja." The success of the mripaka 
and upa-riipaka or plays rests completely upon these lakysana, 
alarkéra and arnga of the natya. The natya-alarnkdra were accepted 
as the laksana of Bharata. Among the alankara, udyama, dasraya sphda, 
Mobha, pascattapa, abhimdana, anmutortti, nivedana, akhydana. wupacdesa, 
ure worth mentioning nd they have been properly depicted in the 
songs and verses which denoted different scenes and sequences of 
Gitagovinda when produced as a play. They do not form the body of 
the play or ndtyasarira bout act as such features that signity the glory of 
the dramatic execution. In fact Jaksana are the graceful characteristics 
of every dramatic action and are recommended for their adept use in 
the development of the plot.” 

‘The plot is to be any one of the prakhydta or well-known, ttpdadya or 
devised, misra or mixed, upatta or narcowed, pratt Sanskrit or adopted, 
etc. Besides, from other points of view the plot of drama can be of four 
kinds such as sicyea or the indicative, sracya or the audible, mera or 
the narrative and oda or the visible. Many other aspects of the Sanskrit 
drama such as erttie amukha, arthopkesepaka, arthaprakrti, sandhi, 
ete are not required to be discussed here. Gitagorindea has all the three 
aspects such as a well-known plot, a new device or approach to the plot 
and a combination of the above two. 

Gitagovindea marks the transitional stage between the pure lyric and 
pure drama. The work is a lyrical drama composed in the 12th century Av, 


6 Visvanatha Kavirija, Sahitra Dearpana, ped. 


- 


7 NN. Sistri, ofr. cit. p.l8B. 
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and is the earliest literary specimen of a primitive type of play that still 


survives in Odisha and must have preceded the regular dramas.” 

The subject matter of the work is undoubtedly a Sanskritised form of 
local lila, desi-natya or giti-naty'a on the love episode of Krsna's life as 
depicted in Brahma vaivarta Purana and Kasapancdadhydayi or Srimad 
Bhdgavata.” The love of Krsna for Radha, the estrangement of the lovers 
and their final reconciliation are the principal components of the topic. 

In the Gitagovinda, we have the expression of the substance of the 
very old form of /ila-yatrd, lyric songs to which must be added the charms 
of music and grace of dance. The type of mahdandataka may be compared 
with the Gitagovinda composed of songs sung by Krsna, Radha and her 
companion, intermingled with lyric-stanzas of the prayer to Krsna. 

The Gitagovinda has the unique advantage of a poem and can he 
enjoyed simply as such. In addition it has also the capability of quasi- 
dramatic presentation.” Hence the modern critics have found in it a 
lyric drama (Lassen), a pastoral (Jones), an opera (Levy) a melodrama 
(Pischel) and a refined yatrd (Schroeder). 

The Gitagovinda Yatra can convincingly be identified as Krsnalild 
similar to Rdasalila, Ramalila, Bharatalild, etc that are the traditional 


° theatre forms of Odisha. We have thus narrations, descriptions and 
Piranarisa speech finely interwoven along with recitation and song, a combination 
tRasakrida). of which creates a type quite new to Sanskrit literature. 
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painting, Prof. B AM. Krsnamachariya op. cit., p.340. 

B.D. Mohanty 9 HBhdagavata - Ch. 10, pp.29-33. 
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Bhubanesuar. 10 A.B. Keith, The Sanskrit Drama, p.272. 

19th century. 11 Dasgupta and S.K. De, History of Classical Sanskrit Literature, pP.339. 
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The Gitagovindea is a dramatised incident of one day and two 
nights being enacted from an evening, continuing to the end of the 
next night and going on throughout the day. It is clearly proved that 
the songs and verses of the Gitagovincda were visually rendered through 
the dance performances of his beloved wife Padmavati. Because of 
this, the poet Jayadeva wanted himself to be known as “Padmdavati 
caranacdranacakravarti.” Most probably Jayadeva used to render his 
voice to his poetic compositions. This unique combination was the prime 
mover for large and elaborate enactments. The poer sang his melodious 
songs in praise of his propitious Lord Jagadisa (equated with Krsna or 
Jagannatha) and his Padmavati danced to the tune of the songs. 

The Gitagovinda dance could be performed or is/was being 
performed with proper gesticulation according to the theme and 
sentiments of the song. This nrtta, nrtya or dance as a combined 
gesticulation of body and mind can be named as abhinaya.* This is 
an important property of traditional Odissi dance form. This combined 
enactment is also known as ndla, lasya, lasyaka and nrntya." For a 
general comprehension of the work, it is visualised in the following ten 
sequences or dramatic events. 


First Scene 
The poet opens the Gitagovinda with a dramatic 
situation where Nanda, Krsna and Radha appear on 
the stage on the bank of the river Yamuna. which 
is dense with thick tamadla trees. It is evening. The 
sky is overcast by dark clouds. Krsna is afraid of the 
gloom of the night. Nanda, the head of the cowherds 
commands Radha to take him home. Radha and Krsna 
leave the place, but instead of going home they get 
involved in secret love games in the tamala kunja. 
This is the preamble to the whole work. Here in the opening scene 
Nanda the siitradhara®™ and the poet. the gayaka (gahdka) or narrator 
announces the beginning of the enactment and prays to Jagadisa (Krsna) 


10 


as is generally done in most of the giti-natya in Odisha. 


12 op. cit. p.395 

13 op. cit., p.395 

4 Gitagocinda, Canto-l, Verse-l: 
15 Sahitya Darpana-V1-26-27, 


5 5] 
16  Gitagovinda, Canto-d, Verse-2-1, Prabandha. 1-2. 


151 


© 

First scene of 
Gitagovinda, 
palmleaf 
manusenpl, Onissa 
State Museam: 


Digitized by srujanika@gmail.com 


Gitagorinda and Odisha 


Second Scene 

The scene depicts spring season. The tender malaya breeze gently waves 
the lovely creepers in the forest. The groves are filled with the fragrance 
of the scented flowers. The sounds of the cuckoo intermingled with the 
sounds of honey-making bees rend the air. 

Love stricken Radha and her companion appear. The companion of 
Radha discloses to her friend about the amorous sports of Krsna who 
had been dancing with young women happily under the arched creepers 
in Vrndavana. She. again and again describes vividly the rasa nmrtya of 
Krsna with many young women of Gopapunm."” 

(As Ridha’s companion describes rasa H/t)'4, its enactment can be 
performed as a supporting visual aid.) 


Third Scene 

Conceited Radha, on account of jealousy, goes in another direction but 
appears on the stage. She is seated hiding in a grove of creepers and 
looks sad and clejected. She narrates to her companion about her first 
love experience with Krsna. ™ 


Fourth Scene 

Love-stricken Krsna. having pursued Radha here and there, is seen on the 
stage. He is wounded, struck by the arrows of the love God Kandarpa, 
sitting excited in a Aria on the bank of the river Yamuna. He recollects 
his past deeds with beloved Radha who left him in anger without speaking 


eo , a word of love. He visibly repents for his misadventures.” 
A gopi convinces 
Radha and bades 
her to meet with 
Krsna. palmleal 
painting, Museum 
Rietberg Zurich. 19 hid. Canto, Verses-1-6 and pp.8-9. 


17 hid. Canto-l, Vemes-1-4 and p.5-6. 


18  Gitagovinda, Canto-I Verse - 1-6 and p.7. 
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Fifth Scene 


The companion of Radha appears on the stage where Krsna is sitting with 
a clejected face bowing down in grief. She narrates the pitiable condition 
of love stricken Radha who is struggling and is in pain. 


Sixth Scene 

The friend of Radha is seen on the stage returning from Krsna to console 
her dear companion who sits looking downcast. She nammtes the 
condition of Krsna before Radha and advises her to go to the bank of 
Yamuna where the lover is eagerly waiting for her.” 


Seventh Scene 

On the stage Krsna is seen waiting for Radha. He looks around. breathes 
deeply and sighs in frustration. He is beaten by the cruelty of love. At this 
moment the companion of Radha enters the stage. She approaches Krsna 
and explains Radha's inability to come.** 


Eighth Scene 

Radha is seen on the stage lying in a hut of creepers. She, being unable 
to move, looks passionately and waits for the arrival of her lover. But 
Krsna does not come at the appointed time. She repents when her friend 
returns silent and depressed from Madhava. Radha narrates the amorous 
sports of Krsna with other young women as if she had seen it. She tells 
her companion in anger not to say anything about Krsna henceforth.™ 


20 hid. Canto, V Verses-1-6, pp.10-11. 
21 hid. Canto, VI Verses- 1-3, p.12. 


22 Gitagovinda, Canto, VIL Verses 1-9, pp.13-16. 


23 hid. Canto, VHT Verses 1-2, pel”. 
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Ninth Scene 
Night has passed away. Krsna appears before 
Radha who is seen in the creeper house.” All 
his submissions, requests and prayers have been 
rejected by Radha. But her friend consoles Radha 
to become calm and behave in a friendly way 
towards Madhava. She advises Radha not to weep 
helplessly as others may laugh at her. She asks her 
to place the lotus feet of Hari on her person and 
make her eyes worthy. 

Krsna again comes in the evening and adulates 
Radha very politely. Her companion persuades 
Radha to meet Krsna with a clear mind and loving heart. 


Tenth Scene 

In the last scene Radha and Krsna entreat each other before their union. 
Then a dance is performed on the stage where Radha, Krsna and other 
gopi take part. After the dance is over Radha and Krsna recede into the 
kiija and again appear before the audience in the form of a yugala.® 

The picturisation of the songs has been so successfully done in the 
Gitagorv'inda that each sequence is a complete dramatic event. The whole 
incident takes place on the banks of the river Yamuna inside the tamalc 
kunija in a romantic atmosphere, surcharged with the sweet fragrance of 
madhu, mdadhavi, madalati, kesara flowers. The characters Krsna, Radha, 
and her companion appear on the stage in different moods. The story 
of the drama advances being interwoven with several melodious songs. 
The verses as well as the songs of the work guide the place, time, scenes 
and sequences with the progress of the plot. 

According to convention, Gitdgovinda could not strictly be identified 
with any riipaka or upa-rtiipaka as a whole. But some of the dramatic 
elements of kdavya, rdsaka and ndtyarasaka’ type of upa-riipaka 
are traced in Gitagovinda for which it may be newly named as a 
ndlya-rasaka-kdavya. Hence Jayadeva’s Gitagovinda is more a drama 
than a mdahdakavya. 


24 bid. Canto, IX Verses-I, p.18. 


25 hid. Canto, X Verses-1-7, p.19; 
Canto, XI Verses-1- 5, pp.20-21. 


26 Sahitya Darpana, V1-284-285, 288-290 and 277-279. 
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asdvatdra panel sculptures is a post-Gupta phenomenon in Indian 

sculptural art. Two such sculptures those of Krsna-Balarama and 

Vamana could even be traced to the Ist century Bc,! while Varaha, 
Nrsimha and Rama sculptures belong to the Gupta period. The colossal 
Varaha sculptures? at Eran and Udayagiri near Vidisa in Madhya Pradesh 
and figures of Rama in the Dasavatara Temple at Deogarh* are assigned to 
the Gupta period. The other avatdra sculptures such as Matsya, Kurma, 
ParaSsurama and Buddha are also of post-Gupta period. 

The development of cdaSsdvatdra sculptures in sculptural art is 
further supplemented by literary and epigraphic references. Besides, 
the conception of dasdvatdra or the ten incarnations of Visnu vary 
from region to region and Purdanato Purdna. The HarivamSa gives the 
description of Hamsa, Kurma, Matsya, Varaha, Nrsimha, Vamana, Rama, 
Krsna, Kalki and Buddha.*It, thus, has description of Hamsa in place of 
ParaSurama incarnation. The Bhdagavata Purdna included a number of 
avatdra. The list of avatdara found in the Agni and Vardha Purdna are 
Matsya, Kurma, Varaha, Narasimha, Viamana, ParaSurama, Rama, Krsna, 
Buddha and Kalki, in that order.’ The list and order of avatdra, as found 
in the Agni and Vardha Purdna, seems to have been adopted by Sri 
Sankaracarya in his dasdvatdira verse. The Kashmiri poet Ksemendra’ 


1 Kalpana Desai, {lconography of Visnu, p. 123 and 135, New Dethi, 1973. 

2 hid, p.75 and 116, Fig. 64. 

3 Krsna Deva, “Northern Temples” in Archacological Remains, Monument and 
Museums, p. 159, AS, New Delhi, 1974. 

4 Kedarnath Mahapatra, Sri Jayadeva O Sri Gitagorinda (Oriya), p.92, 
Bhubaneswar, 1973. 

5 J.N. Banerjea, The Development of Hindu Iconography, 3rd edn., New Delhi, 
1974. p.391. 

6 Sankardcdrya Granthdvali, Published by Dharmajnana Pracara 

ania University, p.6. 


Mandir, pp.4-6. 


7 Ksemendra Laghukavya Samgraha, published by the Osm 


Digitized by srujanika@gmail.com 


o 

Facing page: 
Maltsyda 

atvatdra, stucco 
Mdadhavananda 
Temple, Macdhab. 


Page 155: K)3na 
and Radha in an 
arbour (top and 
middle panels), 
sakhi and Redhead 
talking. Krsna 
dancing with gopi 
(hottom panel left 
and right). 


© 
Moatsyeacavatara, 
Koeornec avatar 
Meanihledreseard 
Temple, 
Blriadianesiwar 


Ciitagorindea and Odisha 


of the Tith century Ao also follows the same list and order in describing 
the ten incarnations of Visou. The Ajmer Stone Inscription", belonging 
to the 12th century Av in t¢n verses (verses 12-21) describes dasdavatara 
and depicts Krsna as the eighth incarnation. All the above depict Krsna 
as the eighth incarnation. 

Contrary to this the Varaha Penamal ‘Temple inscription” records the 


names of the ten incarnations in a verse as Such: 


Matsyva krirma carahesca narasimheascea, 


Reamoramascea ramasca biddha balkica te dasa. 


‘The inscription has been dated to the 8th century AD. This is the first 
instance where Balarama has been included as the cighth incarnation. 
This has been the case in the Natsadhiya Caritan of Sri Harga. In this 
work, twelve verses have been devoted to describe Krsona-Balarama and 
depict their oneness in a total of Forty verses dedicated to the description 
of dasavatara. The work hus been assigned to the first part of 12th 
century AD and it is considered to be a work of Odisha." 

Thus we observe that in the order of the ten incarnations, the 
depiction of the eighth incarnation varies from region to region. As seen 
already, Balarama in Odisha, is always treated as the eighth incarnation. 
This is further supported by sculptural evidences found in Odisha. One 
important aspect of the Odishan cdasdvatdra sculptures is that these, 
like their counterparts elsewhere in India, are post-Gupta in origin. 
Surprisingly enough, we do not come across many dasdvatdra sculptures 
in Odisha and the few that are found cannot be dated earlier than the 
10th century ab. Inside the Nilamadhava Temple at Gandharadli are found 
iwo small sculptures representing Matsya and Karma incarnations in 
their zoomorphic status. ‘These two, no doubt, are part of a set of ten 
sculptures and can be placed in the 10th century AD as per the stylistic and 
iconographic considerations. I is difficult to ascertain the figure of the 
eighth incarnation here as it is missing NOW. 

The dasdvatdara sculptures, as a group, are first noticed on the 
Manibhadresvara Temple at Bhubaneswar, which is assigned to circa 


8B £, Vol. XXX, p.179, 
9 MH. Krishna Sastri, “Two statues of Pallavi kings and Five Pallava Inscriptions in 


a rock-cut temple at Mabhabalipuram”, in Memoirs of the Archaeological Survey 
of India, No.26. 


10 K.N. Mahapatra, op.ctt., pp.96-97. 
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11th century ab" on the basis of its architectural peculiarities. This temple 
is situated close to the Vaitala Temple to the north-east direction. Even 
in its dilapidated structure, it depicts a paricaratha style with parts of its 
gandi and mastaka having already fallen down. The bdda portion of 
the temple had the ten incarnations placed inside niches. But at present 
we find only eight of them. They are Matsya, Kurma, Varaha, Nrsimmha, 
Vamana, Rama. Balarama and Kalki. The ParaSurama idol is lost while 
the Buddha one is mutilated and only its lower portion, showing a 
dharmacakra flanked by deer, is visible. It is significant that the first 
two incarnations of fish and tortoise are depicted in their zoomorphic 
forms on lotus pedestals. 

The next group of dasdvatdra sculptures in chronological order 
would be the figures of Parasurama, Rama and Balarama, founcl along 
with a host of other sculptures at Tirthamatha, preserved inside a 
monastery. It is possible that the other missing avatdra sculptures might 
be lying buried inside the mounds found nearby. The sculptures found 
here indicate the presence of an earlier Visnu shrine. These images are 


G : ta 

Leh inal found carved in relief on oblong stones and stylistically can be assigned 
avatara. to the 10th-1 1th century AD. 

Manibhadresvara SP a . : 4 

pr A dasdvatdra panel is noticed on the bdada of the 12th century 
Bhubaneswar. Jagannatha Temple at Puri, at its upper jJarighd portion. Here too, the 
Right: Vamana first two incarnations are depicted in their zoomorphic forms. These 
avatara, sculptures are also contemporary to the temple. Similar representation 
Manibhadr&vara 

Temple, 

Bhubaneswar. 11 B.K. Rath, Cultural History: of Orissa, (Av 1885-1110), p.179. 
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of dasdavatdra sculptures are found on the bada portion 
of the Madhavananda Temple at Madhava, of Cuttack 
district, which can be assigned to the 13th century 
AD, during the Ganga rule in Odisha. Here, too, the 
first two incarnations are found in their zoomorphic 
representation. In the dasdvatdra sculptures of this 
temple. which are depicted in the lower and upper 
Jangha portions of the bdda, Parasurama has been 
shown seated on a reclining seat carrying in his right 
hand the parasu, which is placed over the shoulder. 
Besides, the order of the avatdra is not properly 
followed here. 

The outer walls of the Gauri Temple at Bhubaneswar 
contain some of the dasavatara sculptures. But these are 
probably placed in the temple at a very later date. 

Dasdvatdara sculptures also adorn the lion's gate of 
the Jagannatha Temple at Puri. For the first time, the ninth 
incarnation in this panel is depicted as Jagannatha seated 
in the lotus posture replacing the conventional Buddha. 
This lion's gate as well as the outer wall surrounding the 
temple have been constructed much later than the main 
temple in the 17th century. 

We find a reference to the image of Patitapavanda, 
inside the lion's gate, in the Jaganndatha Caritdamrta of 
Dibakara Dasa.’ As a departure the later incarnation 
figures of fish and tortoise are depicted in their 
anthropomorphic forms where Visnu is shown emerging 
out of a fish and a tortoise. These later sculptures 
do provide a srylistic contrast and help us to study 
the evolution. 

From the illustmited Gitagovinda palmleat 
manuscript," collected from Cuttack and preserved in 
the Orissa State Museum, bearing catalogue No. Ext. 
166, which has a commentary called Sarvangasundari 


Tika by Dhananjaya Dharanideva, we come across the oe 
Nosimha. avatar 
Tirthamatheda. 


12 G.N. Dash, “Jaganndatha and Oriya Nationalism", in The Crt of Jaganndatha 
and the Regional Tradition of Orissa, ed., A. Eschmann and Others, p.302, Above: 


Parasurdama, 
New Delhi, 1978. Ne 


j inti. amatha. 
13 Dinanath Pathy, History of Orissan Painting. Tirthamal 
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dasdvatdra illustration wherein the 
ninth incarnation has been depicted as 
Buddha. This manuscript is dated in the 
17th century aD as per its colophon". 
From this it can be inferred that 
Jagannatha was never included in the 
dasdavatdara as the ninth incarnation in 
place of Buddha, at least up to the early 
17th century in Odishan tradition. 
Another important aspect regarding 
these group of daSsdvatdra sculptures is 
that in case of the Vamana avatdra only 
a dwarf is depicted, which is completely 
different from the conventional 
Trivikrama form of Visnu, generally 
found as a parsvadevatd of Visnu shrines, 
along with Varaha and Nrsimha figures. 
We find these three of Varaha, 
Nrsimha and Trivikrama in large 
numbers either as parsvadevatds or loose 
sculptures in many places and shrines. 
The occurrence of these three as loose 
sculptures would indicate the existence of an earlier Visnu shrine in the 
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nearby area of their find spot or the popularity of the particular sculpture 
as a cult deity. 

Dasdavatdra sculptures are found as a group in another form. They 
are depicted around a centrally placed sculpture, generally of Visnu. 
One such example is the Krsna-Visnu sculpture exhibited in the Orissa 
State Museum. Here the ten incarnations are depicted around the 
main sculpture on its pedestal and prabhavali portions in clock-wise 
manner. Starting with Matsya avatara in the left proper of the pedestal, 
it has Kiurma in the centre of the pedestal, Varaha in the right proper 
of the pedestal, Nrsimha on the right jamb of the prabhdavali, Vamana, 
ParaSurama on top right corner of the prabhdavali, Rama, Balarama and 
Buddha on the left top corner of the prabhavali and Kalki on the left 
jamb. The find spot of the sculpture is Dharmasala police station, of the 


oe Cuttack district and notwithstanding the earlier views it can be assigned 
Nrsimha avatara. to circa 13th century Ab on its stylistic consideration. 
Manibhadresvara 
Temple, 
Bhubaneswar. 14 O.H.KJ. Vol. XI, No. 4 pp. 255-59, 1963, Vol. X, No. 4, p.73. 
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Another such sculpture is found near the Siva Temple at Dadapur, 
about 15 kms from Bhawanipatna. Here the central sculpture is a 
four-armed Visnu image. This sculpture is probably earlier than the 
Krsna-Visnu images of the Orissa State Museum from its iconographica! 
point of view. 


Two other similar sculptures are reported" from Saintala in the @ 

Above: Nrsinha 
avatina, 
sculptures belong to an earlier date. But from the sculptural style these  Mddhavananda 


3 cd Temple. 
two should be contemporaneous to the image found at Dadapur as pl 


Bolangir district. From the earlier reports, it would seem that these two 


Below: Rama 


——— avatar, 
15 PC. Rath, “Saintala”™ JOHRS, Vol. 11, No. 2. pp. 123-33, 1947; Bolangir District Mddhavanandda 
Gazetter, ed. N. Senapati, p.35 and 493; OHRY, Vol. X No. 4, p73. Temple. 
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these two sculptures reveal late features such as prabhdvali and three 
dimensional carving. A few more of such sculptures are reported from 
the Praci valley.’ Another Visnu sculpture with dasavatdra figures also 
known as the Ballabha Narayana image of the same temple is in the 
compound of the Bhagavati Temple at Jeypore. Here the daSsdvatara 
figures are found around the outer perimeter of the halo behind the 
main deity, which can be, on stylistic grounds, placed in the 13th or 
14th century AD. 

Besides these two categories, we have individual daSsdvatdara 
sculptures found at a few places in Odisha. The Varaha image having 
two arms and found inside a medallion on the Narasimhanathasvami 
at Bargaon of Ganjam district can be included in this group. Similarly 
the figure of Rama on the Daksya-Prajapati Temple at Banapur is also 
included in this group. 

° Thus we find full dasdvatdra sculptures only after the 10th- 


Both above: ¥ mE LAP p 
Batlivatars cod 11th century ab. Besides, from the above discussion it would appear 


carving on door 


of Jaganndatha Sind 
Temple. 16 P.K. Ray (ed.) Archaeological Survey Report, Praci Valley, p.69, Bhubaneswar, 
Righagada. 1975. 
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that the Visnu sculptures bearing dasdvatdra panel on them were 
influenced by the Gitagovinda of Sri Jayadeva, assigned to the 
12th century aD. In the dasdvatdra verses, Jayadeva depicts Krsna 
as dasakrtikrte or one who had assumed the ten avatdra. This 
feature seems to be the only influence of Gitagovinda in Odishan 
dasdvatdra sculptures. 
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r he Gitagovinda has influenced the art, music and literature of India 
to such an enormous extent that it is almost impossible to believe 
aschoolofthoughtinthe field of literary, visualand performing 

arts without the magic touch of the Gitagovinda. In particular, the 

impact of the Gitagovinda on painting is so profound that the 

Gitagovinda paintings are available in hundreds and thousands 

in India in several regional schools. The pictorial traditions of the 

Gitagovinda extend from East to West touching Odisha, Nepal, 

Bengal, Himachal Pradesh, Rajasthan and Gujarat. It is however 

surprising that no Gitagovtnda illustrations are known from Andhra 


Pradesh, Tamilnadu, Kerala and Manipur where Gitagovinda singing has 


a long tradition."! 

In Odisha, so far we have collected more than thirty illustrated 
Gitagovineda palmleaf manuscripts which are in the collection of 
the Orissa State Museum at Bhubaneswar. This number includes 
complete Gitagovinda manuscripts, daSavatdara paintings and 
stray leaves with illustrations. Several leaves of the Gitagovinda 
dre scattered in the collection of different museums in India and 
abroad. Gitagovinda illustrated palmleaf manuscripts of Odisha are 
in the collections of L.D. Institute, Ahmedabad, Chandigarh Museum 
(one or two folios), Salajung Museum and Kamal and Jagdish Mittal 
Museum of Indian Art at Hyderabad, Asutosh Museum of Indian Art, 
Kolkata, Indian Museum, Kolkata, Museum Rietberg Zurich, Switzerland, 
British Museum, London and India Office Library, London. Each of the 
Gitagovinda palmleaf manuscripts contains more than fifty illustrations 
on an average. All these illustrations on palmleaf, taken together, will 
number to more than a few thousands even though our calculations 


Lo Kapila Vatsyayan “Gitagovinde and its Intluences on Tndian Art,” in Chavi, Rai 
Krishnaddasa VFelicitation Volume. 
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would remain vague. Besides palmleaf, Gitagovinda paintings on paper 
are in the collections of Bharat Kala Bhawan in Varanasi, British Museum 
in London and National Museum in New Delhi. These paper paintings 
including the paintings on palmleaf cover a period of four hundred years 
from the 16th to the 19th centuries. But the period from the 17th to the 
19th centuries is the most prolific time during which the Gitagovinda 
Paintings have been executed in Odisha and elsewhere. 

Jayadeva composed the Gitagorinda in the 12th century. It is doubtful 
but not impossible to believe that the first Gitagovinda manuscript 
was illustrated.” In absence of evidence it is difficult to conclude that 
Jayadeva composed the Gitagorvinda and also illustrated it. With the 
now available illustrated palmleaf manuscripts, there is a wide gap of 
400 years between the first composition and the first available illustrated 
palmleaf manuscript. Because of non-availability of evidence this gap 
is apparently wide. Therefore there is scope for assumptions. Since it 
is a tradition in Odisha to copy and re-copy old palmleaf manuscripts 
for better preservation, the illustrated palmleaf manuscripts of the 16th 
century and after, now available, might have been the copies of the earlier 
manuscripts with illustrations. The earliest Gitagovinda painting in India 
belongs to the 15th century and comes from Gujarat and no available 
Painting is dated to the 12th century, the time of the creation of the 
Gitagovinda. Because of this, it is natural to think that at a certain point of 
time the Gitagorvinda as a theme had caught the imagination of painters 
and scribes who had poured in their creative renderings into paintings. 
The popularity of the Gitagovinda had spread to different parts of India 
and the process of assimilation into different regional cultures took two 
to three hundred years. Then several commentaries were written and a 
number of imitations were also attempted. The most notable one was the 
Abhinava-Gitagovinda by Gajapati Purusottamadeva in the 15th century. 
The royal author who even attempted to replace Jayadeva's Gitagovinda 
with his own composition in the rituals of the Jagannatha Temple at Puri 


never thought of illustrating it. The Abhinava-Gitagovinda palmleat 


2 According to a popular tradition Jayadeva had scribed the Gitagovinda on 
© palmleaf. Once while he was composing the verses, he stumbled upon a 
a couplet which di satisfy his creative genius. He > folios i 
Page 166: Srimati plet w hich did not satisfy his creative genius. He put dow n the folios and 
Reidha and Sri went to the river (or to the sea) to have a bath. During his absence Lord Krsna 
Krsna painting came in the guise of fayadeva and scribed the last line of the couplet - dehi 
i uooder: bor: ତ mnddaram. But astonishingly it was not mentioned that Krsna ever 
. ; illustrated his poems. 
Digapahandi ustrated his poems 
worleshop. 19th 3 Journal of the University of Bombay, 6, pt 71973) in Barbara Stoller Miller, 
centun. 1977. Also see Kapila Vatsyayan, op.cit., p.254. 
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manuscript in the collection of the Orissa State Museum belonging to the 
15th century* does not have illustrations. So it adds a further credential 
to our thinking that provision of illustrations to the Gitagovinda palmleaf 
manuscripts is a later development and is partly due to the impact of 
the Gitagovinda theme on Odishan painting and partly for the general 
creative psychic temper heightened by the waves of bhakti movement. 

A thematic analysis of the Odishan paintings reveals that more than 
half portray Krsna themes and the rest of the paintings could be divided 
berween Jagannatha, Rimayana. Sakta and other secular and erotic 
subjects. The Gitagovinda paintings will then form a very minor portion 
(would be less than ten per cent) of the total paintings on Krsna theme. 
Apart from major Gitagovinda paintings that are on palmleaf and paper, 
the other Krsna paintings depict the gopali/a of Krsna. In these paintings 
Krsna figures out as a God-hero who displays all super human powers 
either while vanquishing the Naga Kaliya or tearing open the beak of 
Vakasura. The essence of the Gitagovinda which manifests mostly in the 
outpouring of didi-rasa or the sensuous love play of Ridha and Krsna 
in tamdla kinja on the banks of the river Yamuna is absent in general 
paintings on Krsna. 

The Krgna (Bhdgavata) paintings in Odisha are the outcome of bhakti 
movement that reached a climax in the 15th and the 16th centuries. A large 
number of literary creations were undertaken. Bhdgavata was translated 
into Odia and its daily reading was made popular through a new institution 
called the Bhdagavata ghara or ttungi. The idea of monastic order and the 
preaching of Bhdgavata doctrines came to stay permanently. A sense 
of educating the people or making the people alive to the needs of the 
Radha-Krsna faith developed and resulted in the establishment of matha. 
Therefore it is very significant that all the available paintings in Odisha 
belong to a period from the 16th to the 19th centuries coinciding with the 
period of the emergence of Radha-Krsna bhakti. 

The walls of the medieval matha and later temples of Odisha are 
Painted mostly with A7snali/d murals based on the Bhdgarvata narrations. 
The sensuous and highly erotic Gitagovinda paintings could not get the 
benefit of an inclusion in the thematic narrations of the wall paintings 
because of the fear of outraging public modesty. It is also pertinent here 
to mention that inside the main shrine of Jaganndatha, as well as in other 


eins 


4 adAbhinava-Gitagovinda has a colophon dated to the 15th century but it is 
difficult to ascertain whether this particular manuscript belongs te the t5th 
century or is a copy of some other earlier manuscript along with its t5th 
century colophon which is not available now. 
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minor temples inside the Puri Jagannatha Temple complex, not a single 
painting of the Gitagovindawas ever painted whereas Krsnalila paintings 
dominate the inner chambers. Even the outer walls of the sanctorum are 
embellished with stone panels on Kr$nalila. 

The only thematic essence of the Gitagovinda murals accepted by 
the tmiditions and also included in the pata painting repertoire is the 
daSsdavatdara panel. But even this has been accepted with modifications. 
Although Jayadeva has personified Buddha as the ninth incarnation, the 
identification of Jagannatha with Visnu or Krsna in Odishan paintings was 
only successful within the format of Dasdvatdra paintings. Because even 
today in the traditional painting practices prevalent in Odisha, the figure 
of Jaganniatha is painted for the ninth incarnation replacing Buddha. The 
Dasdavatdra pravers of the Gitagorvinda though do not form the core theme 
of the Adoyd, yet. it is a very popular identifiable aspect, the common 
people generally know of the Gitagovinda. The dasdvatdra paintings 
which ultimately were regarded as the incarnation paintings of Jagannatha 
(Jaya Jagdisa Hare) were painted along with Krsnalild paintings in matha 
and temples. The earliest dasdvatdra wall paintings belong to the 18th 
and 19th centuries in the Vasudeva Temple, Jayantigada, Virancinarayana 
Temple, Buguda, Jagannatha Temple. Dharakote, and Emara Matha, Puri. 
DaSdvatdra paintings of the 20th century are found on the walls of several 
matha and temples all over Odisha. The main entrance (Simhacdvara) to 
the temple of Jagannatha at Puri has painted Dasavatéara stucco works on 
the top frame. Kedarnath Mahapatra ascribes the date of the construction 
of this temple entrance to the 12th century.® But the painted stucco works 
are definitely of a later period. 

In the areas of pata paintings, the dasdvatara paintings (ten figures in 
a group) have appreciable representations though individual dasdavatdra 
paintings are very rare. The intention, gamut, style and techniques of 
pala paintings are totally identified with Jagannatha paintings and 
the dasdvatdra paintings form a part of Jagannatha paintings. A large 
variety of Jagannatha paintings are executed by the citrakara that are 
meant for sale to the pilgrims who visit the Jagannatha Temple at Puri. 


୮.୩ In these paintings Jagannatha, Balabhadra and Subhadra are shown 
Dasavitars painted 
wooden cover for 
Gitagovinda, over and above the temple, just below the top decorated border. The 
palmleaf 
manuscript, Orissa 
State Musenom, 


inside a temple and the dasdvatdra paintings occupy an arch like space 


20th cent. 5 Kedarnath Mahapatra, Sri Jayadevea O Sri Gitagovinda (Oriya) p-109. 
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dasdvatdara paintings are very conspicuous on thiabadhidg paintings. In 
these paintings Jagannatha is painted for the ninth incarnation instead 
of Buddha. We have several dasdavatdra paintings on painted wooden 
manuscript covers. A few covers are in the collection of Orissa State 
Museum." Some of these were the covers of the paper manuscripts which 
could be determined from the large width of the covers while the narrow 
formats were of palmleaf ones. Since these are now detached from the 
manuscripts they once belonged to, it is difficult to ascertain whether 
those manuscripts were the Gitagovinda ones. But because of the strong 
thematic links, one could easily proclaim that they once belonged to 
the Gitagovinda palmleaf and paper manuscripts. Dasdavatdra paintings 
are also done on ganjapa, a circular traditional playing card. Ganjapa, 
ganyji/a or ganjef has been introduced in India by Babur, the first of the 
Mughals, in the 15th century. This ganjapad is an eight coloured one 
(dthararigi). Evidences show that the daSsdavatdara ganjapd was in vogue 
in India much before the introduction of atharangi ganjapa during the 


6 (a) Dasavatara: (from Matsya to Vamana) 
Size 40 x 17 em. (including border), colours — red (background). 
terreverde, chrome yellow and black, figures have been done inside the 
arches, painted directly on board, on use of cloth, lacquered, findspot not 
known, used as cover to paper manuscript not known. date - not known. 


(b) Dasavatara: (from Parasurama to Kalki) 
Size - 40 x 17 cm. colours — red (background) terreverde, light green, 
indigo, chrome yellow and black (three shades of green have been used), 
findspot - not known, date - not known, used as cover to paper manuscript 
not known. 


(c) Dasavatara: 
Size - «13.5 x 3.5 em. directly painted on wooden board, not liequered. 
colours - red (background), chrome yellow ultramarine, terreverde and 
black, no border, perforated, tine spot - not Known, date - not known, used 
us cover to palmleaf manuscripts - not known. 


(d) Dasdvatara: 
Size - 43 x 3.8 em, painted directly on board, colours dull red, | 
(background), indigo blue, light yellow, black, perforated in middle, find 
spot - not known, date - not known, used as cover to palmleat manuscript 
not-known. 


(ce) Dasdavatara: 
Size - 50 x 3,5 cm. colours - red, green chrome yellow and black painted 
directly on board, not lacquered but perforated. {n place of Buddha, 
Néatriiyana is painted, but not Jagannath, find spot - not known, used us 
cover to palmleatf manuscripts-not Known. 


7 RN, von Layden, “Ganjifi, the playing cards of India” in Marg, Vol. Ht, No. «1, 
1979, pp. 36-55. 
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time of Mughals. The Malla king of Visnupur, as popular tradition goes, 
had introduced ganjapa in the 8th century much before the composition 
of the Gitagorindea in the 12th century*. It also referred to the unorthodox 
position of Buddha as the fifth incarnation in the dasdavatdra cards which 
is again indicative of the existence of the game before the 11th and 12th 
centuries, when the codification of the orthodox list as a sequence was 
lnid down in the scriptures. The popularity of daSsdvatdra ganjapa in 
Odisha was due to the wide acceptance of the Gitagovinda's daSsdvatdara 
concept by the elite group. This was being played like the datharangi 
ganjapd more commonly in Breahmana-sdsana and inside the palaces 
of the king and by the people associated with the king's court. Although 
in proper terms no court existed in Odisha, it was a favourite pasttime 
of the aristracracy and the rich in gadajdta and zamindari areas which 
were once the seat of royal power. While it may be improper to attribute 
the influences of the Gitagovinda to the prevalence of dasdvatdra 
ganjapd in Odisha, it is definitely a fact that the daSsdvaldra ganjapd 
underwent an orientation with the introduction of Jagannitha for the 
ninth incarnation and was made recurrent 2s an artistic indoor play 
material for the higher order of people in the society. Although we do not 
get individual dasdvatdra paintings of earlier date, one could imagine 
that these paintings were in existence in Odisha. The citrakdra of Odisha 
now paint daSsdvatdra palas in large numbers. These patas sometimes 
depict dasdvatara paintings along with Jagannatha or in other cases are 
painted along with Radha-Krsna yugala. 

Dasdvatdra pictures are also painted on dowry boxes, pharud, 
vermillion containers, and other wooden caskets used for storing 
jewellery. This tradition seems quite old and these served as gift items 
and souvenirs. Kedarnath Mahapatra has mentioned the tradition of 
offering these items as gifts to the kings, ministers, courtiers and other 
respectable personalities on the Vijayd-daSsami.” Even though he has not 


8 Haraprasad Sastri, “Noles on Vishnupur Circular Cards” in Astatte Society! of 
Bengal, Vol. LXTVY, 1895, Calcutta, p. 284. 


9 Kedarnath Mahapatra, Sri Jayadeva 'O' Sri Gilagovinda, Oriya, p.181. 

As long as clouds can be 

As gracious ats the rain tinsel cloud 

Kissing the shining sky. 

Shame, which had lingered in her downcuast eyes 

Departed ashamed and like the mighty deep 

Which sees the moon and rises, all his life 

Uprose to drink her beams., Sir Arnold, The Indian Song of Songs, London, 
1875, p.203 
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juoted any historical evidence to support his statement, we are led to 
relieve in such a tradition because of the availability of these souvenir 
aterials with dasdavatdra paintings in Odisha. 

Dasdvatdra palmleaf manuscripts with illustrations were such 
ther items for gifts. These manuscripts were used for the recital of the 
ritagovinda in temples, and house shrines and were also used as objects 
»r veneration. The leaves in these cdasdvatdrea manuscripts were joined 
’y strings to provide a wider format. As the manuscript is unfolded, 
carnation pictures appear one after another to make a vertical panel. A 
umber of such manuscripts are in the collection of the 
rissa State Museum and Raghunandan Library, Puri. ‘The 
0dern version of the dasdvatdra folded folios use stencil 
rethods to project the dasdvatdra pictures in medallions 
t the centre of the leaf. Glazed paper is contrasted from 
e back side to heighten the projection etfect in these 
encils and each medallion is provided with folding 
vors resembling miniature home shrines. 

In a few of these palmleat cdasdvatdra hangings, the 
‘ribe also makes an attempt to depict kama bandha 
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(erotic postures). The kama bhandhas are hidden beneath the half open 
medallions. An improvised half circular palmleaf door separates the 
avatara from the bandhas. Probably the bandhas earlier depicted Radha- 
Krsna in sexual coition, and were meant to be concealed underneath the 


cdasdrvatara paintings in the apprehension of losing the devotional value 
of the hangings, but later changed to the sexual union of the mortals to 
please some sensuous courtiers or may be even the commoners. The 
idea of daSsdvatdra and the kama bandha taken together in a single 
hanging has far-reaching consequences in the area of popularising the 
Gitagorvinda. In Odisha, while assessing the impact of the Gitagovindea 
on paintings one has to read it along with Jagannatha which emerged 
as a state deity almost at the same time. Like the Gresham's Law in 
Economics, Jagannatha has pushed back everything into a lesser position 
after imbibing the best out of it. The idea of Jagannatha or the cult of 
Jagannatha, was the most popular concept which was opposed to the 
classical poetic creativity of the Gitagovinda. Gitagovinda is a pure poetic 
creation saturated with high erotic symbolism, impregnated with deep 
feelings of adi-rasa. Although Kedarnath Mahapatra and several other 
authors and historians. young and old, have emphasised the religiocity 
of the Gitagovinda. the pictorial renderings and also the poetic frankness 
in depiction of sensuous love have exposed its erotic character beyond 
doubt. As far as the paintings are concerned, the leanings are more 
to eroticism than to religiocity. Because the visual registrations of the 
Gilagovinda cannot but be erotic to a greater extent jJayadeva has 
spoken in clear terms that he is depicting the Vdasudeva ratikeli kathd 
and vilasakald which is a clear indication that the Gitagovinda is more 
of a love poem and its religious tone is superimposed and mostly 
undermined. Jayadeva has further mentioned that he has composed the 
poem for the delight of his most beloved Padmavati.** Despite such direct 
and clear statements by Jayadeva, several attempts have heen made by 
the Sanskrit pandits and the elite group, to give a thick coat of religious 
fervour to the work and super-human powers to the poet, so that he 
could be able to display miracles. All these stories or legends have been 
woven around with an intention to make the Gitagovinda popular and 
acceptable in the society. Such moves have been done in connivance 
with the ruling authorities. The engagement of four Vaisnava singers in 
the Jagannatha Temple at Puri, to sing the Gitagovinda to the illiterate 
people for their education is an indication to popularise the Gitagovinda. 


10 Padmedvalti carandcarana cakravart, 
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The sculptural art of Odisha does not include 
Gitagovinda themes except the dascdvatdra sculptures. 
Although the temple of Konarka was constructed after 
the Gitagovinda was composed, and there was a gap 
of a hundred years, we do not find sculptures on the 
Gitagovinda theme. This shows, that in all probability, 
the earlier manuscript including the one scribed by 
Jayadeva had no illustrations, or it was not popular 
and understood properly by the artisan community. 
and had probably no royal or religious sanction for 
its visual depiction. On the other hand. it would be 
tempting to relate the erotic amorous couples in the 
Konarka Temple to the prevailing mood of the time, 
which might have provided the incentive material to the 
artists, artisans and poets for such aesthetic creations, 
and perhaps due to this, both the Gitagovinda, and 
the temple of Konarka following it in the next century 
have displayed erotic frankness, Probably, Radha and 
Krsna, the main characters in the Gitagovinda because 
of their association with religiocity did not appear 
directly on the stone but went through a process of 
impersonification before they could be translated into 
sculptural motifs. 

Paraman:nda Acharya, Kedarnath Mahapatra 
and others have deliberated at length the idea of Radha Krsna yugala, 
Madhava, Gopinatha, Krsna, Visnu and dasdvatdra sculptures to show 
the influences of the Gitagovinda on the sculptural art, or at least, to 
show its link. Not a single sculpture with the depiction of Radha Krsna 
ratikrida exists anywhere in Odisha, as portrayed boldly in the palmleatf 
illustrations. The palmleaf manuscript which is intended for personal 
reading (Svddhydya) and not for public display like the sculptures. had 
no inhibition in depicting the frank love play of the divine couple. The 
visual erotic frankness went hand in hand with subtle poetic deliberations. 
A number of visual sequences in these palmleaf illustrations {justify 
the spirit of the poem. The frank and sensuous copulating poses of 
Radha and Krsna inside the tamadlda kiuija repeated on several folios, 
and the depiction of viparita rat? in the manner of the erotic sculptural 
representations of seductive mithuneas on temple facades are the most 
direct expositions of ratikridd. There are hundreds of such sequences in 
the palmleaf illustrations. We have explained the pictorial sequences of 
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a sample Gitagovinda manuscript from the collection of the Orissa State 
Museum bearing catalogue No. Ext. 166, which is (given as Appendix 
A). Although this manuscript is comparatively later, it has the maximum 
number of pictorial possibilities with a tikd by Dhananjaya Dharanideva 
along with a dated colophon. 


From an overview of the palmleaf illustrations, one notices the 
preference of the scribe for erotic exuberance. The sequences with a 
little bit of hidden sensuous appeal are the ones where Krsna undresses 
Radha, and Radha, as if making a mild protest, bites the end of her sari 
to cover her breasts, or where Krsna dresses up Radha obviously after 
rattkeli and fixes a flower in her chignon or where either Krsna or Radha 
wait with all eagerness for the arrival of their loves to quench sexual 
desire. There are several sequences where Radha has been painted in 
much sex infatuated moods reclining on her back with breasts bare and 
projected, sequences with copulating ducks and monkeys to heighten 
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the sensuous moods, sequences where 
ordinary couples (maybe man and his 
wife or lover and beloved) engaged in sex 
acts to emphasise the erotic nuances of art 
work. The scribe illustrators understood 
the spirit of the poem and in consonance 
with the poetic intent have illustrated it 
to bring out the real significance of the 
Gitagovinede. It seems more probable that 
the scribe is also a pandit, knowledgeable 
in Sanskrit and the art of poetics and who is not merely a copyist hut 
as a creative person has exhibited the free play of his imagination 
much beyond the prescribed limits of earlier manuscripts which he has 
followed for copying the text, The manuscript cited at Appendix A is one 
such volume that runs into ninety folios whereas the other manuscripts 
are limited to thirty or forty folios. One who sees and enjoys leisurely 
the pictorial depictions will undoubtedly fail to be influenced by the 
hidden religious temper unless he is a devout of the highest order with 
the least botheration for the worldly activities around. Paintings of the 
Gitagovinda with similar depiction of love, but with finer sensibility of 
colour-harmony have been achieved in Kangra, Basholi and other Pahari 
schools, where the pictorial compositions of the Gitagovinda reached 
the emotional perfection amidst the blue hills, green valleys, winding 
rivulets, and decorative trees laden with flowers and foliages. 

The slim Pahdri Radha with a narrow waist, a pair of sweet golden 
hued breasts half hidden under the embroidered choli, clad in swinging 
ghagrd marks the pleasant contrast in the bosom of a dark indigo hued 
boyish Krsna with a pair of bewitching eyes and pink lips. But in spite of 
such lovely pictorial possibilities, there is hardly any frank eroticism like 
that of Odishan varieties except for a very few paintings. 

On the contrary Radha" in the Odishan palmleaf manuscript is a 
sensuous pastoral woman with heavy prominent breasts, bulging out with 


Ho She is lier beauty dark shall look 
As long as can be 
As gracious as the rain tinsel cloud 
Kissing the shining sky. 
Shame, which had lingered in her downceast eyes 
Departed ashamed and like the mighty cleep 
Which sees the moon and rises, all his life . 
Uprose to drink hee beams., Sic Arnold, he Indian Song of Songs, London, 
1875, p.203. 
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dark nipples, fleshy thighs and mischievous smiles, and Krsna a seemingly 
effeminate character, sporting a long plait at the back, wearing a nose 
pendant (dandi), with a broad forehead, and a pair of bewitching eyes 
appears as a well groomed young man, displaying all his exuberance, 
pranks and dalliance mostly depicted in rasalila or ratilila. Even devoid of 
colours the figures of Radha and Krsna make the best of their appeals and 
do not leave any room for thoughts of religiocity and devotional pride. 

The description of landscape that Jayadeva has picturised in his 
Gitagovinda fully conforms to the landscape of the Odishan variety. 
The rural Odisha has plenty of keSsara, vakula, manddra, kadamba, 
madhuka, asoka. mdadhavi, atimukta and paldaSsa trees and creepers, 
which the scribes have best depicted in the illustrations. The river 
Yamuna of the Gitagovinda with palm groves on the bank and the 
mango arbours with tamala and madlati kurija is the most common 
scene in Odisha. The sandy sea beach bathed in silvery moonlight and 
high surging waves is typical of the Puri sea coast. The description 
of Malayagiri, and the fragrance laden mild breeze carrying the scent 
of cloves is a great inspirer for poetic creativity which has influenced 
Jayadeva for a transcendental poetic experience. The whole land of 
Odisha he traversed in his poetic imagination to compose his songs 
stood as a great picture. 

In the later years the scribes and illustrators have tried to capture the 
poetic imagination and ambience of the Gitagovinda in pictures and have 
been successful to a much greater extent, in illustrating themes of the 
Gitagovinda. This pictorial exercise was later transferred to the depiction 
of other illustrations. 


For example in Usaharana or Usdharana Citrdvali, the love play 
between Usa, the daughter of Bana and Aniruddha, the grandson 
of Krsna has been depicted in identical pictorial sequences as in the 
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Gitagorvinda. Similarly the illustrations in Bidagdha 
Madhava Nataka where Krsna and gopi are in Sexual 
dalliance resembles exactly Radha and Krsna of the 
Gitagor'inda painted in erotic postures. 

Considering the Gitagorvinda manuscripts. the 
commentaries and work on Gitagovinda, available 
in different parts of India, Kapila Vatsyayan has 
classified these into six categories such as (1) 
theological works (works of Gosuw'amim, (2) literary 
commentaries (alankdara text, ndyaka mndyikd 
bheda. Rasikapriya. RasamanjearD. (3) works of erotics (Kamastitra, 
Kokasdstrea). (4) point of view of music (Rdjarangini. Sangitardaja, 
Sangita Kalpalatéd) (5) prose dmamatised works (Sarngitandtaka, 
Gosthi Piyrisaleahtarn and (6) imitation in verse (Krsna is substituted 
for Rima etc). Out of these categories mentioned above, the literary 
commentaries and the works of erotics only contain illustrations.” The 
tradition of the Gitagorinda paintings in several regional styles are in 
the miniature format all over India. Since no Gitagovinda paintings 
are available in South India, the general styles that constitute the 
Gitagovinda miniature paintings are western, northern and eastern 
paintings traditions. The scholars have identified a group of miniature 
paintings of similar love themes belonging to the early 16th century in 
pre-Mughal styles. The miniatures are Carrapancdsika (fifty verses of 
the love thief), a Sanskrit love poem by the 12th century Kashmiri poet 
Bilhanu, Gitagovinda by Jayadeva or Canddyan, a version of a popular 
North Indian ballad in eastern Hindi (Avadhi) composed by Maulana 
Daud earlier in the 14th century. These miniatures taken as a whole 
have heen ascribed to the painting sryle of the Mewar court before it was 
captured by Akbar. Somewhat similar group of manuscripts of course 
executed in several periods beginning with the 15th/16th centuries in 
Odisha are AmantSsataka, Gitagorvinda, Usaharana, Bidagdha Madhava 
Ndataka, Dasa-poi and Causathi Ratibandha paintings. These groups 
of miniature paintings, though they depict eastern (Odishan)traditions, are 


12 The Kokeasdstra manuscripts from the Kastur-bhai Lalbhai collection, 
Ahmedabad dated to 17th‘ 18th centuries, (quoted by R.D. Dasgupta in Eastern 
Indian Manuscript painting, p. 92.). 

Abhinava Candrika of Mahesvara Mahapatra and the Abhinaya Darpana 
of Raja Jadunath Singh belonging to the 18th 19th centuries (we do not agree 
with the date, it would probably be of the 20th century considering the styles 
of the illustrations published in Marg) quoted by Sadasiva Ratha Sharma in 
Marg, Vol. XII, No. 2. p. 20. 
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not free from the influences of the Mewar group and the late Vijayanagar 
style as apparent in costumes and the treatment of body features 
and stances. 

Gitagovinda of Jayadeva undoubtedly had an unusual musical 
appeal to the people in the society but since it was a Sanskrit composition 
it remained more with the court, temple and the elite groups like the 
Brédhmana groups. The introduction of the singing of the Gitagovinda 
in the Jagannatha Temple at Puri while highlighting its popularity also 
exposes its high classical order because there had been several attempts 
to replace Jayadeva's Gitagovinda with Abhinava-Gitagorvinda, its 
discontinuance and reintroduction in the temple. This has a corollary 
with the attempts that had been made to identify Jagannatha with Krsna in 
Painting, the idea being to make Jagannatha more popular through visual 
arts which could not be successful and was given up in later paintings. 
Burt in literature it continued unabated. The cult of Jagannatha has always 
accepted the popular ideas, in preference to classical ones. The intention 
was to accept the best from the popular thoughts, arts and religion and try 
to assimilate those in the system. In the sphere of painting, it was Radha 
and Krsna of the bhakti movement which dominated the entire scene trom 
the 16th and the 17th centuries onwards, and the theme of Jagannitha 
had to compromise with this (or accept Krsna theme for Jagannatha in 
many cases). In such a background the paintings of the Gitagovinda 
which had the tinge of eroticism could not gain currency. But on the 
other hand such a sensuous poem with such erotic pictorial sequences 
would have to elicit the greatest admiration and love of the people but 
would have restricted the growth of popular Jagannitha idea. Perhaps 
for this reason the pictures were not allowed to cross the limits of the 
palmleaf folios on to the pata or walls normally dealt by the protessional 
citrakdra attached to temple service. The superfluous dimension of 
the Gitagovinda, the prayers to dasdvatdra were only given adequate 
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exposure. The “mythology of the incarnations of Visnu, the avatdra 
scheme which by the 12th century had become a conventional subject 
for kdvya is utilised by Jayadeva to make sacred the profane erotic” and 
ironically used by the vested groups to popularise the Gitagovinda. The 
Brahmana or the scribe illustrators of the higher caste-order were not 
adept in pata and murals and the citrakara were only patronised to paint 
daSdvatdra and Krsnalild scenes of the Bhdgavata and not the erotic 
Pictures of the Gitagovinda. The Brahmana who wanted to exploit this 
situation in their favour, patronised Jagannathism and remained satisfied 
with the promulgation of the Gitagovinda recitals inside the Jagannatha 
Temple which were Greek and Latin to the common illiterate people 
and several stories were created that Jagannatha was fond of listening to 
the Gitagovinda. 


© 
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r yghe Gitagovinda bdndha are made of pure local silk, decorated 
by the interesting ikat (or bancdha) technique. These show sacred 
texts as the main pattern and are ritualistically used at the time 

of badasimhdra veSsa! of Jagannatha, Balabhadra and Subhadra in the 

Jagannatha Temple of Puri, the most important religious centre of Eastern 

India. Gitagovinda textiles form a part of the Gitagovindaseva in the 

temple. These textiles need more investigation and scholarly attention. 

Here we present some samples from the public collection? and give what 

random information we could gather. 

Until recently the only publication—as far as we know—mentioning 
these Gitagovinda bdandha-textiles was Ikat Fabrics of Orissa and 
Andhra Pradesh.” We added some comments and some bits of new 
information in our entry “Ceremonial Textiles” in the book, Orissa Kunst 
und Kultur in Nordost Indien.* In that chapter we dealt at length with the 
historical questions concerning ikat in Odisha and its connections with 
Andhra Pradesh. We do not want to take up the discussion again, but 
repeat the basic assumptions shared by all authors: The ikcat technique 
of tie-dying threads before weaving to produce multicoloured designs 
in the warp, or in the wett, or in the combined warp and weft and as 
‘double ikaf which has a single pattern in warp and weft, was practised 
by Odisha weavers since several centuries in simple forms. especially 


in the region of Nuapatana and Tigiria where silk was used as raw 


I “Record of Rights”, Part 1, Orissa Gazette, Cuttack, 1956, pp.26-27; Calico 
Museum of Textiles (Ahmedabad). 

2 Ethnographic Museum, Basle (Switzerland); Seattle Museum ot Art (United 
States of America). 

3 BC Mohanty and Kalyan Krishna, kat Fabrics of Orissa and Andhra Pradesh, 
Ahmedabad, 1974, pp. 20-21 and Plates 19 and 19a. 


4 Eberhard Fischer, Sitakant Mahapatra and Dinanath Pathy, Orissa Kunst toned 
Kultur in Nordost Indien, Zurich, 1980, pp. 290-92 and plates 690 and 091. 
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material. For cotton textiles, but most probably for silken ones too, the 
various design possibilities offered by this technique were explored by 
the Odisha weavers only during the last hundred years when a very 
large variety of pictorial motifs were incorporated and all technical 
possibilities developed. All known Gitagovinda bdandha textiles are 
from this period, but it is likely that older samples will be discovered in 
the Puri Temple in the future. The earliest historical document, which 
unfortunately we could neither see nor verify seems to be a court-order 
by King Ramacandradeva II, dated 1641 Saka (i.c. 1719 aD) and kept as 
a Madaldpanji or diary of Puri Temple activities in the archives of the 
Jagannatha Temple.® It informs us that the bandha Gitagovinda set of 
cloths previously being woven by Kenduli weavers could not be done 
there, and therefore the order was to be placed with the eight weaver 
brothers of Nuapatana, (Tigiria) and they were to be remunerated for 
their labour by Sriksetra by way of bhoga-prasdda and other gifts.® 
During the 18th century Tigiria/Nuapatana flourished as a textile centre 
and in those decades weavers from other regions (like Dhenkanal and 
Badamba) settled there. Proof is the report of Thomas Motte in 1766.’ 
But there is no information available on the ikat technique or on the 
Gitagovinda bandha textiles being manufactured there. 

We know four legends describing how these textiles were 
introduced into the worship of Lord Jagannatha in the Puri Temple. The 
first one is told by Pandit Sadasiva Rath Sharma.” According to Pandit 
Sharma, originally there were twelve pieces of cloth used in the temple 
of Lord Jagannatha inscribed with verses of the Gitagovinda. These 
textiles were made by the poet himself. But the pandits of Puri did 
not want to accept these textiles as garments for the image of Lord 
Jagannatha and started a discussion as to whether the Gitagovinda is 


5 (a) As corollary evidences we may cite the following incidents which have 
bearing on the use of Gilagovinda textiles in the Gitagovindaseva. The 
introduction of Gitagovindasevd in the Jagannatha Temple of Puri in the 13th- 
1-ith century as mentioned in Madalapanji. The translation of the extracts 
is as follows. After this the poet King Narasimhadeva became the king. He 
introduced Gitagovinda (Madaldpanj!, Praci edition, p.36). 

(b) Prataparudradeva in the 16th century had introduced the singing 

and dancing of Gitagovinda in the Jagannatha Temple at Puri by a royal 
© proclamation inscribed on a stone slab fixed on the Jaya Vijaya entrance to the 
Facing page: temple (K.N. Mahapatra, Sri Jayadeva O Sri Gitagovinda, (Oriya), pp.89-90. 


Sadhi woven with 6 BC Mohanty and Kalyan Krishna, op. cit., p.20. 
Gitagovinda Slukas 


Yamunaliravanira 7 Ibid. 
etc. Museum 8 Lee Siegel, Sacred and Profane Dimenstons of Love tn Indian Traditions as 
a exemplified in the Gitagovinda of Juyadeva, 1978, p.23. 
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a sacred or profane text; “ Pandita Niladri Misra insisted that devotees 
should be concerned with ritual functions and prayers, and that a song 
which tempted them with desire and pleasure was bad. But Jayadeva 
answered him politely, kama is the basis of human nature. It is the 
ddi-rasa of the world. Without kama, the mind cannot be 
attracted to anything, the devotee cannot love the Lord. This is 
supported by the Veda. This is especially true in the Kali Yuga. 
Purusa enjoys Mdayd, Siva enjoys Parvati, Visnu enjoys Laksmi. 
It is universal. Then the Rdajd declared, “If the Lord wants the cloth, 
he will tell us. Let Jayadeva throw the cloth into the Markandeya tank 
and if it does not sink we shall know that Lord Jagannatha does want 
the Gitagovindea cloth in his temple.” Everyone gathered to watch the 
test. Jayadeva sang the first sarga of the Gitagovinda with love and 
then in tears, he threw the cloth into the tank. Through the mercy of 
Lord Jagannatha the cloth did not sink. All the people of Puri declared 
that Jayadeva was no ordinary poet but a great sddhtu and an excellent 
bhakta of the Lord. He was known from then as Sddhu-pradhdana 
Jayadeva-Gosvami. Although the cloth was admitted into the temple, 
the songs of the Gitagovinda were not allowed to be sung there 
during Jayadeva's lifetime. The poet was very disappointed so he lett 
Puri and went to Bengal where he was engaged for sometime as the 
court pandit of Rajd Laksmana Sena”. This legend however, is not 
popular in Odisha. 

Another legend’ is retold again by Sadasiva Rath Sharma of Puri. 
“Jayadeva, the great poet ... desired to offer his Gitagovirnda to Lord 
Jagannatha. He could not think of any other medium except a fabric 
which could be in contact with the Lord similar to other fabrics otfered 
to him (the Lord) by the devotees. He decided to get the fabrics with 
the lyrics of the Gitagovinda woven in them. He got them woven in 
Kenduli village which was his birthplace and offered them to the deities, 
Jagannatha Balabhadra and Subhadra....” 

Another version—perhaps of the same legend in its original form— 
is taken from the Bhaktamald and was translated (perhaps for the first 
time) by the German Indologist Ernst Trumpp.™ It reads: “Once the 


raja of Nilachal also composed a Gitagovinda and then called together 


9 BC Mohanty and Kalyan Krishna, op. cit., p.20. 


10 Ernst Trumpp, “Die aeltesten Jindui-Gedichte ™, Sitzings berichte der 
philosophischen-  philologischen and historischen class der K.B. Akademie der 
wissenscheafter z4, Munchen, Vol. 1, Munich, 1879, p.6. 
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all the Brdahmana to show them his book. They refused to take notice 
of his manuscript saying they already possessed one. They decided 
thereupon to bring both books to the temple of Lord Jaganniatha to give 
him the liberty to do as he pleased. It is reported that Lord Jagannatha 
decorated his own neck with the book of Jayadeva, using it as a shawl, 
but threw the book of the rdjd4 out of his temple. Since the Bhaktamalda/ 
Bhagalmal texts were composed by Nebhaji/Nabhadas at the end 
of the 16th century, these two legends indicate that textiles with the 
Gitagovinda inscriptions have centuries old tradition in Puri”.!’ 

The fourth story is again by Pandit Sadasiva Rath Sharma as quoted 
by Lee Siegel!” and will be reproduced in full length on a later page of this 
article, because it points out why a specific verse has become common 
on these Gilagovinda bdandha-textiles. 

However all these legends do not state in which technique these 
texts were patterned on the textiles, i.e. whether they were brocaded, 
embroidered, block printed, painted or tie-dyed—all techniques used 
for inscribing ritualistic cloths in India.” In fact, we know from George 
Watt in his book Indian Art at Delhi that in the Bengal provinces (which 
included at his time parts of Odisha) and possibly in Berhampore “printed 
silks in the form of namdvali handkerchiefs or chdcdars were formerly 
produced but have been discontinued. They contain religious symbols 
or texts printed in brick-red over a yellow or golden coloured soft korah 
silk". Since George Watt very well knew the difference of ikat and block- 
printed textiles, it is very easily possible that tie-dyed textiles are a late 
local replacement of block printed and mordant dyed ones (possibly 
done as well in Tigiria/Nuapatana). 

Printing as well as dying of multicoloured Kalamkdr cloths seem 
to he techniques given up in Odisha in the 19th century. The decline 
of these dying techniques and the development of ikat may have gone 
hand in hand." 

The term used in Puri for the Gitagovinda textiles is pheld, i.e. small 
turban cloth. This denotes the main use of the small rectangular textile 


pieces. In fact, on several of our photographs these silken cloths are used 


No Abid and M. Winternitz, Geschichte der Indischen Literatur, Vol. IT, 1920, 
Pp. 127-32. 


12 Lee Siegel, op. cit. p.230. 


13 A Buller, £. Fischer, M.EL. Nabholz “Indian Tie-dyed Fabrics", in Historic 
Textiles of India, Yol. TV, p45. 


14 George Watt, Indian Art at Delhi, 1903, p. 305. 
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as turbans or as shoulder cloths. Three functions can be distinguished. 
The Gitagovinda bandha-textiles are used (1) as garments for the images 
of the three deities of Puri, (2) as crown turban by the Rdja of Khurda 
as Gajapati, and (3) as shoulder cloths or turbans by the daitd, servant- 
priest of the Jagannatha Temple in Puri. 

Eight sets or saja of Gitagovinda textiles are needed for the deities 
during a year in the Jaganndatha Temple of Puri. Each saja consists of 
the following: 


(1) Sadhi - three pieces (size 12 hands x one and half hand) 
(b) Khaneud - three pieces (size 6 hands x 3 hands). 

(c) Phetd - tour pieces (size 12 hands x 2.5 hands). 

(e) Phutda or phuntd - wo pieces (size 24 hands x 1.5 hands). 


The functions of the above textiles inside the temple are: Sadhi to be 
worn by the deities, Khardud to be used as the front decorative piece 
° hanging from the waist, Phetd as shoulder cloth and Phuttd to be tied 
Daita wearing he around the arms and hands of the deities. We have seen the use of the 


Giagovinda textile’ roxtiles inside the temple. 


as shoulder cloth 

and shawl in front Since photographing is prohibited in the Jagannatha Temple of Puri, 
of the sacred tree 7 ® ¥ EAP MP I 

ef hora: we have no proof that the Gitagovinda textiles are worn as shoulder 


praise of the Lord. cloths by the deities of Puri. But according to Pandit Sadasiva Rath 
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Sharma’® these textiles are prepared in three colours: yellow, green 
and red, each being reserved for one of the deities. Yellow symbolises 
salvation and is used for Jagannatha; red signifies Sakti or energy and 
is used for goddess Subhadra; green standing for life is the colour of 
Balabhadra. 

But as recorded in the temple Record of Rights® the cangadd 
mekdapa supplies bdaraldgi Sadhi with Gitagovinda inscribed on it for 
the badasimhdara vesa of the deities. Baraldgi Sadhi consists of seven 
varieties of coloured saris. 

There is a specific colour for a specific weekday and the colour 
of the sari is finally determined by the colour significance of the 
presiding deity of each weekday. For example on Sunday, the day of 
the Sun God the deities are dressed in red coloured clothing and the 
Gitagovinda textile specified for Sunday is of red colour. Appended 
below is a table which explains in detail the colour of the textiles 
depending on the weekdays: 


Cr rr 
Sunday _ | sora | rea [nati nahaka_| - | Sari with a red piece | 


Mona Candra White Butd Sukla White centre piece 
with Dutd 


niahaka 
Mangala | Colour of | Pata pata Centre piece with 


Tuesday 


sparkling | ndhaka or stripes of white, 
star citravicitra a green, red 
ndahakda 


Wednesday TS CS 


Thursday | Brhaspati Haladida EPO a Yellow centre piece 


ndhakda 
BC | White centre piece | centre piece 


Black Kal Drala nanaks 


From the above, it will be clear that the total colour of the sari is not of 
one shade of colour. On either ends of the sari there are inscriptions of 
the Gitagovinda with red and yellow colour and the middle portion has a 
distinguished colour depending on which the colour of the sari is known. 
The centre piece is known as ndahakd. lt is very interesting to know that 
the colour of the presiding deities are determined by their respective 
dhydna and each colour has a particular influence on the human being, 


 - [v iolet centre piece 


15 BC Mohanty and Kalyan Krishna, op. cit, p. 21. 


16 Record of Rights, op. cit., pp. 20-27 
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inanimate and animate world. The dhyana of the Sun god java kusiima 
samkdasam like the red colour of the China rose flowers, of moon is dadhi 
samkha tusarabham like that of divine conch and like the glamour of the 
snow, of Mangala is vidyat punja samaprabha, like the sparkling of the 
stars, of Budha is privangu kalika Sydma, like that of a blue creeper, of 
Brhaspati is kanaka sannibham, like that of gold. of Sukra is hima kunda 
msnalabha like that of ice, of kunda flower and stem of a lily flower, 
Sani is nildnjanacayd, like that of black collyrium. We have veritied the 
Gitagovinda textiles in the cdangadd ghara or textile store room of the 
deities inside the Jagannatha Temple at Puri 

Until now we have only come across the red variety of Gitagovinda 
bandha textiles. It is likely that red garments are offered more often to 
the goddess than the vellow or green ones which are offered to the gods. 
Therefore red ones exist more often than the other colours because it 
is a \videspread custom to make the offering of a red silk-cloth to a 
goddess in India. The only visual proof that these textiles are used for 
Lord Jagannatha and his image ritualistically is a photograph showing 
the newly cut log called dar out of which the image of Lord Jagannatha 
will be carved, covered with a large Gitagovinda bandha-textile. 
The Puri Rdjd who is considered the first servant of Lord Jagannatha, 
receives Gitagorinda bdandha-textiles, probably of red colour which 
he wears on his coronation. It was Hermann Kulke who reproduced 
for the first time a photograph supplied by the Government of Odisha, 
of the Puri Raja Divyasimhadeva IV wearing the Gajapati-turban on 
the day of his coronation. The turban, which contains the verse of the 
Gitagovinda, had been worn before by Jagannitha. “The photograph 
is dated 30.1.71.* Two saris with the Gitagovinda inscriptions are used 
by the king during the coronation. Each sari measures 12 hands in 
length. These are called Prasada Sdadhi because the colour is red and 
yellow. One sari is tied as turban and the other put on the shoulder as 
uttariya. For the coronation of the king Sdadhi bandhdana is done inside 


the temple but each year on the day of Sunid the king is also presented 


16a It is also argued that each day has a specific colour as well as sara. See 
Itishree Sahoo, Odist Music, p.119. 

17 We are thankful to Bhagirathi Changada Mekapa aged 81 of Gudiasahi 
(Balisahi) in the Puri town for the information on Baraldgi Sadhi and to 
Rabinarayan Mishra Assistant Administrator of Jagannatha Temple, Puri who 
allowed us to see the Gitagorinda texuiles in the temple store. 

18 Hermann Kulke, “Jagannatha - Kult and Gajapati Koenigtum” Stucdasten 
Institide der Universtaet Heidelberg. Vol. 23, 1979, Plate 20. 
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with such Gitdagovinda saris which he uses 
in the palace. Besides this, on two other 
occasions. dasaharda and pusydabhiseka, the 
king is presented with such Gitagorvinda saris 
from the temple. Nowadays in the absence of 
Gitagorinda textiles only pdatapatini or even 
Iugdpatini are presented." 

It is not uncommon in India that the 
Rdjd wears a red silk textile which was first 
offered to the goddess or deity of whom he 
is a clevotee or servant. It would be important 
to ascertain the colour of the turban cloth and 
to discover whether the textile is traditionally 
connected with Lord Jagannatha or with the 
deity Subhacdra (who is Bhubanesvari) who is 
wearing a red sari on the anavasara pati. 

It seems that this turban is considered a 
sari turban and we know through Madaldapaniji 
temple records that already Rdjd Ramacandra 
was crowned with such a cloth in 1568 as the 
new Gajapati.*“ For shoulder cloths as well 
as turbans Gitagovinda bandha-textiles are 
common as nituvalistic garments of the daitd- 
priest-servants of the Puri Temple.* It seems 
that these cloths are worn as status symbols at 
important events like the cutting and transportation of the wooden logs 
for carving the new images of the deities, but not at the cdlaily or festival 
rituals inside the temple. A photograph of the damu-log of Lord Jagannatha 
surrounded by several daita priests shows that at least four of them wear 
such textiles as shoulder cloth. 

Even today these textiles are called according to their usage: 
phetda, turban, are the original sari-turbans which the authorities of the 
Jaganndatha Temple in Puri invest on their servants. About these we are 


19 Information given by Krishna Chander Rajgucu, aged 73 of Balisahi (the 
royal priest of the Puri mja’s family). He is now the visiting professor in the 
Sanskrit University at Pun. 

20H. Kulke, op. cit., p 129. 

21 E. Fischer, D. Pathy and S. Mobapater, op. cit., plate 090. 
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informed by J.P. Das.* “The ceremony of sadhi 
bandha consists of tying round the head a piece 
of cloth in recognition of the appointment of the 


P4 
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"ର ¦ particular person in the service of the temple. On 
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vegetarian food, dress himself in new clothes, 
and after the ceremony must invite his kin and 
neighbours to a feast. In the old days he would 


if) 


go to the palace of the Raja, where the Pdatajosht 
Mahdpeitra would tie on his head a silk sari 
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and give him a handful of nirmadlya (sundried) 
ନ oH rice and some gud (betelnuts). He would then 
ପି କାଇମ୍ଙ ନରେରିଷାଲତ 3 proceed to the temple where he would leave 


_ 3 


half the rice and take the other half to his house 
to be placed on the trlasi shrine there. On his 


way to his house, he would be accompanied by 
temple servants carrying ghantd (gong), chati (umbrella) and kahali 
(pipe) and would be given an appropriate welcome by the wvomenfolk 
before entering the house ... Today ... (this sddh? ... is not really a sari 
but an ordinary piece of inexpensive cloth”. 

It is also a tradition in Puri to use a strip of red cloth over the neck 
like a garland. The cloth is known as Srikapadda (auspicious cloth) and 
is worn by the deities. Traditionally this should be a silken cloth but now 
cotton cloths are also used in lieu of silk. 

The same author quotes (and reproduces) a very interesting old cam 
citau or Raja's order for the sadhi bandha or sari bandha appointment 


° which is translated by J.P. Das as follows: “Puri Radja Dewan's office, 
A ritual sari with For the information of Dela Karana, Tadau and others. Citrakdra 
the verse of the 


ଭୁ Jagannatha Maharana's son Dinabandhu and nephews Gangadhara and 
Gitagovinda woven fs € 
into it. Length 149"  Vamana. Do the Sdadhi bandha of these three and see that they perform 
width 55" from thle cirakdara seva etc. Let there be no negligence. November 14, 1885.” It 
collection of Mtr I 
and Mrs Jeremeja is very likely that for centuries the Gitagovinda inscribed textiles were 
Singh Hundal. : tre 

” 4 5 KL ଝା a ତ $ i ri 

ist LRAT, used for sari bandha to document the person's affiliation to the Pu 
California. Temple. Astonishingly bandha-textiles can be inscribed with a variety of 


Gitagovinda verses. Right now we know of only a very limited number 


Facing page: A 

sadhi woven with of such textiles in public museums. The following list cannot claim to be 
sloka—keansanirapi ? | p ¥ : rE 
AE /4P! complete. The most common text ikated on silk fabrics from Odisha is 
tdsanabdadha 

Skala etc. SS ——————ri 

Museum Rietberg 22 J.P. Das, Pata painttrigs of Orissa, unpublished thesis, Sambalpur University, 
Zurich. 1981, p. 35. 
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verse one of canto three of the Gitagot'indc, It appears on two specimens 
of the Calico Museum of Textiles in Ahmedabad and on three of the Basle 


Ethnographic Museum in Switzerland. 


Example 1 

Ethnographic Museum, Basle (Switzerland), No. Ia 6429, purchased in 
Nuapatana, woven by weavers of the pdatard-caste “for the Jagannitha 
Temple in Puri”, acquired 1975 by M.L. Nabholz and E. Eschler-Krechl. 
The textile measures length 109cm. and width 138¢m. Warp and weft 
are silk, only at the side-borders black cotton yarn; plain weave; the 
main warp is dyed red. at the borders black, the central stripe yellow like 
six more narrow stripes berween the side borders and the ornamental side 
horders containing twelve petalled-flowers in weft—ikat in the colours 
white, yellow, red and green. The text is in Odia characters, tie-dyed in 
the welt, the white reserved in the red, and is repeated five times between 
one main adjusting hand and the other, marking the height of the textile. 
The warp ikat consists of sets of four threads, tie-dyed together. 


The text reads: 


Kamscirirapi samsdara-vasanda bandha Srmkhala 


Radhamdadhavaya hrdayey tatydja braja sundarih 


This corresponds entirely with the version printed in the book of Lee 
Siegel except that handha $srmkhala should be spelled baddha 


23 Lee Siegel, op. cil., p.293. 
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Smkhala and hrdayam should be hrdaye. A thythmic translation of the 
verse is given by Barbara Stoller Miller.’ 


"Krsna, demon Kamsa's foe, 

Feeling Radha bind his heart with chains 
Of memories buried in other worldly lives 
Abandoned the beautiful cowherd girls”. 


Lee Siegel® has translated the verses in prose: 


“Moreover, the enemy of Kamsa, having placed Radha in his heart 
as the chain binding him with desire for the world, abandoned the 
beauties of Vraja”. According to Siegel® the canto 3 describes that 
Krsna begins to long for Radha, to suffer over his separation to her. 
He is called here “enemy of Kamsa”, the demon-like king of Mathura, 
who tried in vain to destroy young Krsna to prevent the prophecy of 
his own death through the hands of Krsna. 


We do not know why exactly this verse was selected to be inscribed on 
bandha-textiles. But there are at least wo interesting suggestions, one in 
the form of a legend, the other more historic. Pandit Sadasiva Rath Sharma 
of Puri has told a poetic story to Siegel.” According to him, originally twelve 
cloths existed as there are welve cantos of the Gitagovinda, lt was the poet 
Jayadeva himself, who asked the weavers of his home village Kenduli to 
weave the Gitagovinda in cloths. They consented on the condition that he 
would sing his song while they were working. “One day while they were on 
the seventh sarga Jayadeva became overwhelmed with emotion and went 
into a state of fatast/ia (a spontaneous loss of consciousness, an ecstasy 
induced by his poem). The weavers stopped their work but at that time a 
cheerful sce came along playing the coconut karatdla (cymbals) and 
he said to the weavers, “Do not stop your work. [am Jayacdeva’s younger 
brother and 1 know the Gitagovinda by heart. Fl sing it so you ean finish 
your sacred work”. The sadhn left before the poet woke up. When he 
finally regained consciousness the weavers told him what had happened. 
Jayadeva said to them, “I have no brother. Only Padmavati and T know 


24 Stoller Miller, Jayadeva’s Gitagovinda, 1977, p82. 
25 Lee Siegel, op. cit., p.253. 
26 Mhid., p. 28. 


27 Lee Siegel, op. cit., p.230. 
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the Gitagovinda”. The weavers showed Jayadeva the line the sadhu was 
singing for they had woven it into the cloth: 


kamsdarirapi samsdara-vdasand bandha srmkhalam 


rdtdhamedcdharvaya hrdaye talydja vraja sundaril. 


IMoreover, the enemy of Kamsa, having placed Radha in his heart as the 
chain binding him with desire for the world, abandoned the beauties of 
Vraja) (I, 1).] 

Jayudeva said to the weavers: “Only Lord Jagannatha could have 
sung this to you. I salute you, true bhakta”. But it was the Caitanya 
movement” which realised the power and meaning of the Gitagovinda 
and especially of the lines quoted on the textiles (canto 3, verses 1-2). 
It was Sri Ramananda who told Caitanya about the “inner sense” of the 
poem and comments: “And these two verses, O Lord, are full of meaning. 
And the more we look at the inner sense, the sweeter will be the meaning 
that they will reveal.” According to Siegel, “the verses quoted present 
the crucial mystery of the Krsna-cult. The highest Lord becomes truly 
human; he who is “liberated from phenomenal-existence’ (I. 21) enters 
into phenomenal existence, becomes bound and subject to pain like a 
man, as a man.” And according to Caitanya, “Krsna is the Bhdagavat, the 
Lord and Radha is the mahabhava. the incarnation of the highest loving 
sentiment; Krsna is the sSaktimat and Radha is the hladini Sakti® The 
same text appears on a fragment of the same textiles (or at least from 
the same workshop) in the Basle Ethnographic Museum (No. Ila 6430) 
and on two pieces from the Calico Museum of Textiles in Ahmedabad 
(No. 2274 and 2418) collected and published hy BC Mohanty and K. 
Krishna.®“ All the details seem to be similar to our first example. 


Example 2 

Ethnographic Museum, Basle (Switzerland), No. Ha/5999, purchased by 
late Prof. Alfred Buhler in Muktinagar, Cuttack district in 1974. The silk 
textile may be old and could have been in use for quite sometime. It 
measures 133¢m. width and 38cm. length. The colours are red with white 
reservations in the weft, with yellow, white and green stripes, The text is 
in Odia script of four lines which are repeated once up-side down. It is 
only tie-dyed in the wett. The text reads: 


28 Lee Siegel, op. cil, pBS. 
28a Lee Siegel, op. cit, p.30. 
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Vedanuddharate jaganti bahate bhtigolamucdvibhrate 
daityam ddaryate balim 

chalayate ksatra ksayam kurvalte. 

Paulstyam yayate halam kalayate kdrunyamtanvate 
Mlechanmurchayate dasakrtikrte 

Krsndya tubhyam namah 

Kamsdrhrapi samsara vasandbhadhya srimkhala 
Racha madhava hrdaye tatyaja vraja sundari 


The first three lines belong to canto one, verse 16, the last line is again 
the beginning of canto 3, verse one of the Gitagovinda. In Lee Siegel’s 
edition®® the text of canto one verse 16 is the same except some minor 
variations and the lines of the ikated version are notes of verse but to 
fill the entire space available equally. The text is translated by Siegel” 
“Lifting the Vedas, supporting the world, raising-up the globe, tearing 
the demon (Hiranyakasipu) to pieces, outwitting Bali, destroying the 
Ksatriyas, conquering Paulastya (Ravana), Dearing the plough, extending 
compassion, deranging the barbarians, creator of ten forms, homage to 
you Krsna. This verse summarises the first song of the Gitagovinda 
which beautifully describes the daSdvatara or ten incarnations of Visnu, 
i.e. Matsya the fish, Kurma, the tortoise, Varaha, the boar, Nrsimha, the 
man-lion, Vamana, the dwarf, ParaSsurama, Rama, Balarama, Buddha 
and Kalki. It is interesting to see that in this textile, the very traditional, 
rather orthodox verse of the ten reincarnations of God Visnu (leaving 
out Krsna or Jagannatha) are connected with the Radha Krsna verse of 
the third canto, so much liked by the bhakti-movement of Caitanya, as 
if a kind of compromise was made. The same tour lines of canto one, 
verse 16 (but without the addition of other verses) appear as well on 
a large ikat-cloth (length 149, width 55) in a private collection in the 
United States (West-Hollywood), of which unfortunately, we only could 
see a Xerox copy of a photograph without additional information, but 
kindly supplied by Mrs K. Hacker of Seattle Museum of Art (United 
States of America). 


Example 3 
Ethnographic Museum, Basle (Switzerland), No. Ma 2452, purchased from 
a Dutch dealer in 1963 without additional information. Two text columns 


29 dAhid., p.186. 
30 op.cit., p.243. 
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flanked by rows of squares and arrow-head motifs, divided by a broad, 
plain yellow central field. The script is, along with these motifs, tie-dyed 
in the weft, white reserved on dark red ground. There are a few warp 
stripes in green. The end pieces are multi-coloured. The textile measures 
370 cm (length) and 133 em. (width). The text is inscribed in Devanagari 
script and is composed of verse one of canto four and verse one of canto 
three. On the textile, the ikated inscription starts with the fifth line, the 
actual beginning is a repetition of the last four lines of the same verse. 
With line 12 the well-known third canto starts. 


Jamayamuna tiravanira nikionje mandamasthitam 
Praha premabharo bharaitam mdadhave radhikasakhih 
Kamsarirapi samsdaravasand badha Srmkhala 


Radhamcdadhava hrdaye ta..... 


This inscription again, is very near to the printed version*! except that 
the beginning Yamuna tira vanira has changed to jamayamind tira 
vanira and Mdadhavam is Madhave. The translation provided by Siegel™ 
is “Radhika'’s friend spoke to Madhava, who was distracted by the burden 
of love, who was welling languidly in a grove of reeds on the bank of the 
Yamuna”. Why exactly these lines were chosen for a ritualistic textile is 
difficult to imagine. The dimensions of this large cloth may be interpreted 
as those of a sari (possibly of a devotee or a lady employed in the services 
of Lord Jagannatha like a mahart or dancer) or of a shoulder cloth for the 
monumental images of the three deities of Puri. 


31 Lee Siegel, op. cit., p.288 
32 Ibid., p.243. 
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r ghe Gitagovinda is a short Sanskrit poem of unique character 
based on the love of Radha and Krsna in Vrndavana. The poem 
is divided into twelve cantos and is endowed with most of the 

characteristics of a traditional kdvya. But it is not a stereotyped kavya 
according to the rhetoricians. Though it is not strictly a drama, its literary 
form prompts dramatic sequences. The dialogues in the poem create an 
atmosphere of theatrical enactment. The modern scholars like Jones, 
Lassen, Pischel and Levi for this reason label it as a drama. The poet 
Jayadeva, himself categorises it as a prabandha which can be sung and 
can also be performed with the accompanying music and dance. So 
strictly defining, the Gitagovinda is neither a kdvya nor a drama in its 
logical sense but a combination of both, which has given it a novel touch 
as a unique literary piece in the whole of Sanskrit literature. It has a form 
of its own and therefore rightly defies a conventional classification as 
prescribed by the rhetoricians. 

The Gitagovinda probably bears a mixed phenomenon of old /ila or 
ydatrd which was prevalent during the time of the poet. He was inspired 
by this local yatrda and wrote such a popular poem for his Lord Krsna. 

According to Keith*®, to conceive writing such a poem, Gitagovindea, 
was a remarkable feat with originality, for it is an immense step away 
from the popular songs of ydtrd to be produced so remarkably as a 
beautiful work. It is a combination of narration, description and speech 
which form a unique form in Sanskrit literature. As noted by the scholars, 
Jayadeva's Gitagovinda appears to be a noteworthy example of an 
attempt to remodel older forms of composition by absorbing the newer 


characteristics of the vernacular literature.” 


1 Sn Krsna Caitanya, A New History of Sanskrit Literate, p.al3. 
2 A.B. Keith, A History of Sanskrit Literature, London, 1966, p.192. 
3 Dasgupta, History of Sanskrit Literature, Vol.1, 1962, p.395. 
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The poem has been divided into 12 cantos, 24 prabhandheda or songs 
and 77 verses. According to the tradition, the Gifagorindea contains 72 
verses only, which has been attested by the poets of Odisha beginning 
from the 17th century.* The first and the tenth preaband/a contain eleven 
and five stanzas respectively, but the rest twenty-two prabeandhda contain 
eight stanzas each for which the songs are called Astapadi. The poet has 
noted the names of ten rdge such as Malava, Gujjari or Gurjari, Vasanta, 
Varadi, Desi or Desi-varadi, DesaksSya, Karnata, Bhairava for twenty-four 
songs. They are divided as follows according to the Boalabodhini {ika 
by Caitanya Dasa. One prabandha each in Desi, Desvaradi, Desaksya, 
Karnita and Bhairavi, three each in Ramakeri, Varadi and Vasanta, 
two each in Malava and Gundakeri and six in Gujjari. According to the 
Srutiranjani tikd by Laksmana Sari the prabandha should be sung 
eight each in male, female and neutral raga and each one alternatively. 
But variations are found not in directions of rdga but also in the use 
of the tfa/a which were not found mentioned in older manuscripts of 
Gitagovinda available so far in India. But in different editions of the 
Gitagovinda the number of rage vary from 11 to 13 and number of verses 
from 72 to 113. 

The first canto begins with introductory verses (v. 1-4) and two 
invocations to Visnu in his ten incarnations (v. 5-6, p. 1-2). The poet 
through a companion of Radha describes the beauty of spring season in 
the Vrndavana where Krsna plays with the gopr (v. 6-12, p. 3-4). The canto 
is named Sdmodacddamodeara or Damodara who is full of delight. In the 
second canto Radha's sorrow and her complaints and happy moments 
with Krsna are described (v-14, p. 5-6). This is named as Aklesakesava or 
Kesava without sorrow. In the third canto the lamentation of Krsna within 
himself for Radha is expressed beautifully (v. 1-7. p.7). This is called as 
Mugdhamadhusiidana or the enamoured Krsna. In the fourth canto a 
companion of Radha meets Krsna and tells him about Riadha’s suffering 
and her longing for union with Him (v. 1-6, p. 8-9). This canto is named 
Snuigdhamadlsiideana or Krsna who was feeling happy ancl at peace. 

In the fifth canto Krsna requests the companion to bring Radha to the 
bower where he will wait for her (v. 1-6, p. 10-11). This is named as Sctharikset 
Proidartkdaksa or lotus eyed Krsna who was full of desire. The sixth canto 
describes Ridha's weakness due to separation from Krsna for which the 


lady messenger comes to Krsna and requests him to come to Radha who 


4K. N. Mahapatra, Sri Jayadeva O Sri Gitagovinda, pPp.311-352. 


S$ B.Panda, ed. Gitagoviida, Directorate of Culture, Orissa. 
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is waiting for him (v. 1-3, p.12). This is named Sotkanta Vaikinitha or 
Krsna who is eagerly waiting for Radha. In the seventh canto it is described 
that Krsna was not able to come to meet Radha. Ridha apprehends 
something negative and her apprehension grows stronger when she sees 
her companion returning alone. Radha scolds the breeze, God of love and 
Yamuna who enhance her pangs of separation (v. 1-9, p. 13-16). This canto 
is named Ndagarandardyana or Narayana as the lover of Radha. 

In canto eight Krsna comes to meet Radha in the morning. He places 
himself at her feet. But Radha rebukes and asks him to leave (v. 1-2, p. 17). 
It is named as Vilaksya Laksmipat? or the lord of Laksmi who is surprised. 
The title of the ninth canto is Muedha-Mukiutda or Mukunda who was 
enchanted while Ridha was thinking, and her friend in a consoling voice 
asks her to be kind to Krsna (v. 1-2, p. 18). The tenth canto narrates the 
scenes of evening and Krsna praises Radha and supplicates her to put her 
feet on his head to remove the poison of passion (v. 1-7, p. 19). This is 
named as Caturacatiob/aga or Visnu, the cleaver with four arms. 

In the eleventh canto Krsna was able to solace Radha and the 
companion helped them to unite and they both went into the bridal 
chamber (v. 1-9, p.20-22). This is named Scdnandaddamodara or 
Damodara who is full of joy. The last canto describes the frank sport of 
love of Radha and Krsna. At last Radha requests her lover Pitdntvara to 
decorate her as before (v.1-7 p.23-24). The poet then concludes the work 
saying about his own knowledge of music, his devotion to Visnu, his 
delicate discrimination of sentiments and his poetic charm and grace and 
mentions the names of his parents and friends (v.8-10). The twelfth canto 
is named as Suprita Pitamvara or Pitamvara who is wholly pleased. 

The Gitagovinda is a beautiful wvork endowed with sweet, simple 
and melodious words and remains unparalleled in the whole of Sanskrit 
literature. As the scholars say the exclusive reliance on the beauty of 
form or outward expression in a piece of literary creation is certainly 
a drawback or handicap since, perhaps much more than the form, the 
subject matter or the contents is important. And herein, in the appreciation 
of the Gitagorvinda, the approach of the reader, his subjective attitude is 
the determining factor." 

The Srigdra, which is variously described as physical love, is the main 
rasa or sentiment of the Gitagovinda. The description of the scene of 
nature with trees, creepers, flowers, hills, streams, singing birds and bees 
and the seasons, mainly the spring, serves as the background of the work. 


———_— 


6 S.K.Chatterji, Jayadera, Sahitya Akademi, New Delhi, 1981, p.as. 
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n appreciation of the qualities of the Gitagovinda, a host of Indian 

writers, highly inspired by its universal appeal, have attempted at 

different times, to compose poems in imitation of this masterpiece. 
The scholars from all parts of India in general and the poets of Odisha! 
in particular born and brought up in that glorious tradition* of Sanskrit 
culture, have composed, in Sanskrit, more than one hundred and 
thirty imitative works giving vent to their poetic ingenuity and erotico- 
devotional ecstasy. 

Apart from a few works of this type available in print, a bulk of such 
imitative works continues, to be discovered in manuscripts and a number 
of them have been lost in the course of time. But many interesting stray 
verses and fragmentary songs and, in some cases, the names only of such 
gitakdvya have been preserved in the later commentaries, rhetorical 
works, anthologies and works on musicology. For our discussion here, 
we have taken into consideration the whole bulk of imitative works of 
the Gitagovinda. These present a critical estimate of the works which 
have been either published or preserved in manuscript form in different 
Oriental Manuscript Libraries, or appear as references in different 
catalogues of Sanskrit manuscripts prepared by Indologicat institutions 
in India and abroad. The limited space here does not permit us to go into 
it at length but elsewhere,? a list of such works has been annexed to this 
article for ready reference. 

Much has been said and discussed elsewhere on the literary beauty and 
devotional fervour of the Gitagovinda and its imitations; but two vital points 


1 Banamali Rath, “Contribution of Orissa to Indian Lyrics” in the Proceedings of 
the International Sanskrit Conference, Vol. [, Part 1, 1975, pp.382-400. 


2  Banamali Rath, “A family of poet-cum-rhetoricians in Orissa” in Jhankar, 
(Oriya) Feb. 1958, Vol. IX, No. 12, pp.1048-90. 


3 Banamali Rath, A Study on the Srikrsnalilamriam, Ch. VIL. 
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regarding their form and sentiments need clarification which would solve 


the problems posed by the accepted canons of literary evaluation in India. 


Literary form of the Gitagovinda and the tradition 

The literary style of the Gitagovinda and its imitations, which is a mixed 
feature of traditional verses and newly improvised songs, has been 
introduced for the first time” by the celebrated poet Jayadeva. But, 
about the form of the Gitagovinda there is diversity of opinion amongst 
scholars. Lassen has classed it as a lyric drama, Jones as a pastoral drama, 
Levy as an opera. Pischel as a melodrama and Von Schroeder as a refined 
folk-play or ydatrd.* But the poets of these gitakdv)ya have termed their 
works as mahakavya,” though they do not conform to the conventional 
pattern of the mahdkdavya. 

The divergent views of the scholars are in no way helpful for an exact 
assessment of the subject. It will not be out of place, here, to trace the 
history of this new development in the field of Sanskrit mahdakdvya. In 
the whole field of Sanskrit literature, we have a few standard mahdakavya 
complete in all respects in comparison with shorter kdvya(khandakdavya) 
and dramas. The ant of writing mahdakdavya, in its proper sense, was fully 
and assiduously cultivated by the vaunted court-poets, patronised by the 
cultured kings of the past. By the 9th century ab, with the rare exceptions 
of the works of the versatile scholars like Sriharsa and Rajasekhara, the 
production of the mahakdavya and dramas of unnecessary verbosity 
and bombast, artificial ornateness, etc have petered out, perhaps, due 
to the severe stricture” passed by the great critics like Anandavardhana 
and others. As a result of this, hundreds of shorter kdvya less ambitious 
in verbal tropes and rigidity in texture, came into being. The more 
formal compliance with the formalities advocated by earlier theorists 
were gradually disapproved by the writers as well as readers. The later 


poeticists like Vidyadhara and Visvanatha* came to the rescue of these 


4 S.K. De, Aspects of Sanskrit Literature, 1959, p.138; Also see A.R. Dasgupta, 
Indian Lyrics, 1962, pp.21-24. 


5S Sri Krsna Caitanya, A New History of Sanskrit Literature, p-413. 


6 The colophons at the end of the Gitagorvinda, Srikrsnalildmrtam Dy 
Nityananda, and Mukunda vildsa by Jatindra Raghuttama, Tirtha, etc. 
Manuscripts preserved in the Orissa State Museum, Bhubaneswar. 


7  Dhvanyaloka, 11.19-20, and Vrtti thereon: Vivaksa tatparatcena, etc and I. 14 
and Vytti: Drsyante ca kavayo lamkaraniban dhanaikarasa anapeksitarasa 
prabandhesa. 


8 Sdhitya Darpana, Ch. ¥L.p.328. 
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shorter creations and practically a place of honour was given to them. 
So the tradition of writing mahdakavya continued without a stop, but the 
popular kdvya too were compiled with the definitions of mahdakavya in 
their own way. 

Ksemenclra (11th century) and the early medieval poets like 
Damodaragupta and Kaviraja introduced a new style for the short kavya. 
Poets as well as readers attached much importance to the yamaka- 
kdvya and Slesa-kavya.” Thus the kdvya of the day tried to exhibit the 
power of displaying the poet's mastery in wordy jugglery and pedantry 
in Sabddlankara. Less talented poets began to write hundreds of kdvya 
by mere elaboration of the episodes, taken from the great epics and 
Purdna. Some have used this form in writing mere summaries, whereas 
a band of poets utilised this to write biographies and historical kdvya. 
All these writings, though named as mahdakavya, were far away from 
the compactness, textural rigidity, artificial ornateness and the pedantic 
bombast of the earlier classical ones, yet all these later varieties of works 
were called mahdakdvya in a general sense. Jayadeva, the author of the 
Gitagovinda and a host of other writers of gitakdvya also used this form 
of sargabandha and introduced a new genre. Jayadeva could keep up 
the standard and even exceeded the early masters of classical epics in 
enriching the external texture of the kdvya. But, often he lags behind, 
so far as the inner essence is concerned. Of the type of kdv'ya under the 
name of mahakdv)ya discussed above, a few exceptions are always there. 
Though the counterfeits of the Gitagovinda have declared themselves 
as mahdkdvya, yet with equal footing they can match neither the older 
classics nor the Gitagovinda in certain respects. Nevertheless. they have 


their own brilliant features which can never be underestimated. 


The main sentiment of the Gitakavya and the canonical 
deliberations 

lt is well-known that the poets of the gitakdvya (termed as medahakacya) 
also intended their works to be appreciated by the readers from the stand- 


point of a purely literary work.” Now to go deep into it, it should be 


9 S.P. Bhattacharya, “The Vrndavana Yamaka and its author", in YV.R. Society 
Budletin, 1931. 

10 Srikrsnalildmytam, the last verse, No. 181. celas cel kavitd sudha 
Jalanidhavaplavamasansati. (the manuscript of the Srikrsnalilamrtam 
is preserved in the Manuscript Library of the Orissa State Museum, 
Bhubaneswar). 
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made clear that the early and later poeticists have framed the rules! for 
the guidance of the poets to stucdly and to create standard mahakavya in 
the field. At least a few of the most important features of the technicalities 
became imperative and binding on the medieval writers of this literary 
type. Amongst the notable features, prescribed by the critics in the 
canons of literary judgement, specially the recipes for the plot (vastu), 
the hero (neta) and the sentiment (asa), dominant and accessory, were 
invariably adhered to by the poets. 

It is stated that the poet must be aware of the fact that all his descriptive 
and narrative analysis of the plot, the creative ingenuity, poetic device 
and the ideational subtlety which are generally employed to beautify the 
theme, should be made subordinate to the supersensuous transcendental 
delectation of the poem. Anandavardhana, the master critic, prescribes 
that rasatatparya,’ quite distinct from vastutatparya, should be the main 
aim of the mahckarwy'a and proper emphasis should be laid thereon, 
which has been accepted, elaborated and sincerely adumbrated by 
the host of later theorists of the Dhvani school.” Perhaps, critics like 
Anandavardhana and Abhinavagupta, prescribed this restriction keeping 
the whole early medieval literary works in view, which marked a great 
diversion from suggestive beauty and were striving to be mere narrative 
ones, dilating upon much hackneyed Puranic themes. Especially 
the kdvya, dealing with the Krsna legend, advanced too much, in this 
respect, without caring for the recipes of the canons of poetic judgement 
or the views of the master critics in the field. The problem is, whether 
the description of love between Krsna and the gopi in the manner of the 
well-known Purdnic rdsalild, is to be accepted as proper or improper, 
legal or illegal.” If it is legal, then there is no problem. It goes without 
saying that the work dealing with such a highly erotic legal theme will be 
accepted as a standard work suggestive of Srigdra-rasa in consonance 


with the accepted maxims. If it is construed as illegal! according to the 


11 Kdawyadarsa, 1. p. 18-19; Dhvanydaloka, 11. pp. 10-14; Sahitya Darpana, V1. 
Ppp.315-324. 


12  Dhvanydaloka, 11. p.7 and Vyrtti thereon: Sargabandhe te rasatdtparyena 
Jathdrasamauchityam anyatha tw kamdchdrah. 


13 Kdvyamimdnsd, Pp. 44-45; Kdvyanusdsana, Vill; Kacyddarsa, 1.pp.16-17. 


14 The illegality of love referred to here is parakiya priti (the love between man 
and woman wedded to another person). In rdstila we find this type of love as 
the main theme of the Kr3xite kavya. 


15 This question of legality or illegality of love has been raised in the Srimad- 
bhdgavatam itself. Srimad-bhdgavata, 10.33 pp.227-29. 
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code of Indian life, the work dealing with such an episode should be 
regarded as suggestive of srngdrarasabhasa; and, thereby the principle 
of maintaining the rasatdtparya, which is the criterion of a work, is 
shattered. As a result of which a great bulk of our literature would be 
branded as second-rate creations. 

It is a noteworthy fact that propriety in thought and expression has 
played a great role in the analysis of human sentiments and feelings in 
literature. In the ancient literature of India we find that much importance 
has been attached to and much emphasis laid on the idealism and proper 
conduct of life. The Indian critics, who have been born and brought 
up in such traditions, had to declare their measured deliberations in 
connection with poetic judgement as what is a decent, decorous and 
agreeable picture in the ideational treatment of a sentimental theme. But 
on the other hand, it is quite natural on the part of a man to have lapses 
and incongruity in his action, thinking and feeling and literature being a 
true picture of the human life is also to record all these. In the context of 
such deliberations the critic had to pass his remark as to what should be 
and what should not be recorded in literature. When it is admitted and 
realised on all hands that only by suggestion of sentiment and feeling 
the ultimate goal of poetry is achieved, it was the main job of the critic 
to treat the sentiment and feelings from the stand-point of propriety 
(arcityd) in relation with the standard code of conduct as sanctioned 
by the sacred lore and popular usage. Thus we find much controversial 
cdleliberations on the subject under the name of rasa and rasabhdsa’™® in 
Indian poetics. 

So according to the Indian poeticists, in general, the love between 
a man and a woman, who is not a wedded wife, is improper and the 
suggestion of impropriety in love is called Srgara-rasdabhdasa.” 

From the standpoint of this poetic judgement all the kdtya, dealing 
with the love-episode between Krsna and the gopi. turn into kdvya 
suggestive of rasdabhadasa. Practically most of the poets in their gitakdrya 


deal with the rdsalilda, the Purdnic love-episode between Krsna and 


16  Kdvyaprakdasa ed. Jhatlkikar, p. 121, Sritra 49 and Vitti thereon: Tadabhdasah 
anaucitya-pravarititah. 


1? Sahitya Darpana, ch. TH. 262-263 and the example there ot: anaucitya- 
prawrttatve dabhdso rasa-bhavayoh and Upandayaka-samsthaydam..... 
Example: 

“ Raterupanayakanisthasya yatha- 
Svami mugdhataro vanam ghanamidam balahea 
mekakim-tanme sundara munca krsnd .... 
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the gopi. Krsna is depicted here as a paramour! and the gopi as others’ 
housewives in the manner of other kavya of the same theme. ViSsvanatha 
Kaviraja, the later poeticist, unlike others, though counts it as rasabhdasa, 
finds no difference between rasa and rasdbhdsa, in delectation, and 
regards it on a par with rasa. Visvanatha in his masterly work Sahitya 
Darpana deals with the poetic sentiment exhaustively and declares with 
cogent arguments that rasa is the only criterion in judging a work as a 
piece of literature. According to him, a creative work quite suggestive of 
beautiful experiences of human feelings, irrespective of social propriety 
or impropriety can be accepted as a first rate literature on the basis of 
sound rasa theory. This has been established by him with hair-splitting 
analysis of the subject. Thus the Sanskrit gitakavya, dealing with the 
amorous dalliances of Radha and Krsna are regarded as the best type of 
works even if there is a sense of impropriety according to the code and 
conduct of Indian social life. A later theorist, while dilating on propriety 
(atucitya) of the hero, makes a significant concession in the case of Lord 
Krsna" who according to him cannot be judged by the ordinary principle 
of rasa theory. Later on, the famous Goswdamin, the master of Rasa- 
Sdstra of Bengal Vaisnavava doctrines, developed the theories of their 
own to appreciate devotional Vaisnava works. Practically in that spirit 
the readers will have to appreciate the works under reference. It should 
be borne in mind that the movement of bhakti in medieval India created 
such an impetus and environment that life and thought were bound to 
assume newer significance. The aim of the poets was to glorify the deeds”! 
of Krsna and attain emancipation thereby. Moreover, their attempts were 
aimed at sublimating the activities of Krsna, the Supreme Being’ who 


18 Srikrsnalildamrtam, verse Nos. 85,92,95; song No. 17: 
Upapatiratimanditatapada.... 
songs No. 24: 
patlisutabancdhavama- 
pahaya. 

19 Sahitya Darpana, Il. 259. 
Rasabhdavau tadabhdsau bhavasya prasamodayau? 
Santih sabalata ceti sarve ‘pi rasanad rasah !// 


20 Introduction to Hari-caritam, ed. S.P. Bhattacharya, p. 5, fn. 25; the pre- 
Caitanya alankdara writer Sudeva Mishra in his Rasavildasa. 
Nesta yadangini rase kavibhih parodha- 
stad gokuldambujadrsam kulamantarena / 
asamsayarasavicdheravatari-tanam 
kamdrina rasikamandala sekharena ;/ 


21  Srikrsnalilamrtam, verse Nos. 1-9 Gopalalila, 1.5. 
22 Srimadbhagavatam, 10.33. 30-40, This point has been discussed at length. 
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descended on earth to impart godly grace through the manifestation of 
his /il4.** It may be pointed out here that the poet Jayadeva and a host 
of his followers were aware of all these viewpoints and framed their 
works accordingly where the critic meets neither with the rigid sectarian 
doctrinalism nor the stereotyped ways of mere formal compliance with 
the conventionalities of kavya making, as was expected of Jayadeva and 
other poets who had proper training and balanced grounding in kavy'a 
and Purdnic literature which contributed substantially to their skilful 
literary compositions. 

From a careful perusal of the bulk of the gitakavya referred to in 
the Annexure, it can be generally remarked that though most of them 
have their elegance and sentimental subtleties, yet they cannot be 
estimated at par with the superb Gitagovinda. Though all the works 
have been written in imitation of the Gitagovinda, they vary in the 
choice of themes. While most of the works have been written in praise 
of Radha-Krsna-lila, after the manner of the Gitagovinda, yet some of 
them depict the Siva-lila, Rama-lila, Katyayani-lila, Visnu-lila and so on. 
All these works are of devotional character and they present different 
aspects of the /i/ad with a background of highly sensuous charm. At 
times the erotico-religious compositions of the devoted poets are 
considered to be the products of spontaneous inspiration, while 
some of them appear to be mere meretricious display of artificial and 
erudite fancy. Nevertheless, in the treatment of their highly luscious 
and erotico-devotional theme, the poets have invested their mystic 
poems with the whole gamut of erotic motif, imagery and expression, 
along with the exquisite verbal melody and pictorial fancy which 
have substantially contributed towards their popularity in the field. In 
spite of the applause they receive for their vivid exuberance of erotic 
tancy and emotional intflatus in the depiction of the much hackneyed 
romantic theme where the emotional and rhetorical contrivances 
have been sufficiently displayed, one would scarcely come across a 
genuine poetic talent of an independent and original character in these 
imitative gitakdat’)ya. 

But in the history of devotional literature in Sanskrit, these gitakacya 
are, to some extent, responsible for bringing out a new development. 
Perhaps for the first time, the advent of the Gitagovinda created a 
new genre and a forceful impetus for the creation of religious poems, 
essentially devotional and emotionally religious, based on transfigured 


23 Srikrsnalildnotam, verse No. 179. 
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sex-passion. The blending of eroticism in the speculative religious 
thought sufficiently enlivened the medieval religious movement of 
bhakti and its literature. The poets of the gitakdvyd, following the 
footprints of the celebrated poet. Jayadeva, lifted one of the most 
powerful impulses of human mind into a means of glorious exaltation. 
In the field of religion and literature, it attracted the masses through its 
emotional and aesthetic appeal against the high intellectuality of dry 
dogmas and doctrines. Thus the new application of the apparatus and 
inventory of rasanispattialong with the technicalities of the KdamaSdstra 
in the making of the religio-literary gitakdvya became novel, intimate 
and inspiring: as a result of which the erotic sensibility, in its devotional 
ecstasy often rose above the rhetorical formalities that provided the 
scope for the depiction of intimate personal feeling with the touch of 
empirical investigations of the gifted poets. But on the other hand, one 
must accept that a few poets of this age carried the erotic sentiment to 
such a lamentable extreme that the descriptions of the dubious acts and 
jests, which are frank expressions of physical passion, undoubtedly 
appear unpalatable to the cultured mind. However esoteric the sense 
may be, they are presented as literal facts, for which sex and sex alone 
supplies the incentive. 

In spite of this solecism the poems bear the stamp of poetic merits 
that are responsible in savouring the suavity of the romantic subject 
and sentiment. The passion in these poems is genuine. The pictures 
possess delicacy of feeling and gratefulness of poetic touch. The reality 
and richness of the emotion often attained the appreciable standard. 
But the works being fashioned after the standard pattern of the 
Gitagovinda, have become too much alike, the subjects lack variety 
and strikingness of inventive thought; the treatment is somewhat 
similar and the style and diction employed more or less the same series 
of decorative devices and conceits; yet it cannot be gainsaid that we 
often find in them a rare and pleasing charm, the succulent possibilities 
of a highly erotic subject, the luscious exuberance of picturesqueness 
and mellifluousness, produced by the harmonious adjustment of sound 
and sense, though the employment of befitting method, manner, 
form and diction are often remarkable and convincing. Though the 
gitakdvya along with their mighty sex-impulse have been viewed from 


© different standpoints of human values, yet it is accepted on all hands 
Facing page: that undoubtedly it was a positive literary gain of immense importance 
Kandarparatha, sehich could successfully nso: he P 5 ା 
pata painting, 1 could successfully inspire the people in their religious an 
Pun. literary pursuits for the last few centuries. 
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Annexure 
A list of the Imitations of the Gitagovinda 


SI. Name of the work 


of RajaRaghunatha 


Haricandana 


An unknown work of 
Govindadasa 
An unknown work of re 
Radhamohana Thakura 

An unknown work of ss 
Harihara Misra 


18th cent. 
Balabhadra-vijaya 


Bahubalisvamin 
Astapadi (Gita vitaraga) 
li a 


Bhagavata-gitavalli 
Bhonsale-vamSsavali- Naidhruva KaSsyapa 


campu 


Brajayuva-vilasa Kamalalocana Khadgaraya |{ 1790 


15 Candika-carita-candrika 1646 
Carugita-kavya | Nanjaraiାa | 


{Chandomakaranda] 


Citrayajna-natika 


Ratnaradhya 


a 
Bhanudatta 1320 
(Gitagauripati) 


22 Kamalalocana Khadagaraya | 1790 
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29 
30 
31 
32 
33 
34 
35 
36 
37 
38 
39 
40 
41 


Imitation 


Gitasamkara 


1513 
Bhisma Misra 
Hira 


Gitasamkara 
Krsnadatta 1646 
27 Harisankara 

Syamarama Kavi 


Sitikantha 
Riupagosvami 
Hamsamani 
Caturbhuja 
Jayanarayana Ghosal 


1470-1554 
1655 


1674 


Rayadurga Nrpati 
Abhinava Carukirti 
Rajasekhara 
Chandrasekhara 
Jagaddhara 


Gitaraghava Prabhakara 


Gitagangadhara Kalyana 
Gitagaurivara(Gitagari) | Tirumalla 


Gitavali 


(Bhagavata-gitavali) 


Acyutaraya Modaka 


Gitavitarga (Bahubali- 


swami Astapadi) 


Gitagangadhara Ga/gaclhara 


Gitagirisa Sriharsa 


Gitagirisa (Sivastapadi) {| Mahakavi Ramabhatta 


Gitaraghava-kavyam Riamakavi 


Gitasankara Anantanarayana 


Gitasundara Sadadsiva 


(Sangita-sundara) 


Gitagopala Caturbhuja 


itadamodara Sambhurama 


G 


J 


Laksmanasoma Yati 


Laksmanasoma Yati 
Sundardacdarya 
Sankara Misra 


Gitagaurisa Riamabhacdra 
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Gitamahanata VaméSsamani 


8 
— © 


1625 


oo 
tw 


1511-1566 


NA PSL 


Manadeva 


Krsnavilasa Kaviratna Narayana Misra 1644 


66 | Jagannathavallabha- 1500 
nataka 

| 67 | Janakigtia | Hariharaciya | | 
8 [rasge ————— Tchandradata [3 
70 _ | Krspavioya | 
Krspagiti 
| 1644 
73 Krsnalila-tarangini Bellamkonda Ramaramana 
I Sastri 

Krspalila-tarangint | Ramasayaka ka | | 


Ksamadadgita- Visvanatha Cakravarti 1664 
cintamani 


6 | Madhavagita-sudha Raghava Apakhandekara 
7 | Mudita-madhava 1650 


78 {| Mukundavilasa- Yatindr Raghuttama Tirtha | 1667 
mahakavya 


ଏ 


ww [tv — 


0 


Nandighosavijaya- 


Ramakrsna 
natika 
Nanj{arajadasamollasa- Nilakantha 
campu 


Nanjaraja-campu 
Patavilasa(Sahaji-vilsa) | Dhundivyasa 
34 _ | Raghava-Prabandham |) 


9 _ | Mukundananda | Kasikapau | 


87 | Ramoda-harana- Venkatapa Nayaka 
ara eitakes 


Ramagitakavya Vrttamani Srinivasacarya 


Ramagita Krsnabhatta 


0 ୟି 


Ramoda-harana- Narayana Svami 


gitikavyam 


91 _| Ramachandrodaya 
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Purusottama Misra 
Saiva Srinivasa Suri 
Madhava 

Narayana Bhanja 


Rukminyastapadi 


Sahaji-vilasa(Patavilasa) | Dhundi vyasa 


Sahaji-rajastapadi Sri Srinivasa 


il 


Samrddha-madhava- Govinda Samantaraya 


nataka 


Sangita-cintamani Kamalalocana Khadgaraya 


— 
A 
© 
ତା 


1790 
Gangadhara 186 
Priyadasa 1832 
Nanijaraja 1750 
Prabodhananda Sarasvati 

Govinda Dasa 


— 
SD 
~~ 


3 
Cinnabomma Bhupala 
ଏୟା 
PE 
Narayana Misra 


Sankari-sangitam Jayanarayana Ghosal 


(Gitasamkariyam) 
Muni Vinayavijaya 
Ananta Narayana 
Sivalilamrta- Nityananda 1700 
mahkakavyam 


Sivamohini-vilasa Bhaskara 


Sivastapadi Venkatapa Nayaka 


Sivagiti-malika Candrasekharananda 
Sarasvati 


Sivagiti-malika Candasikhamani 
Rima 
Ratnaguru 


Srikrsnalilamrta Nityananda 


1700 


Narayana Misra 1675 


Srikrsnalilamrtam 


Srikrsnalilmatam 1svarapuri 


125 { Srikrsna-stava Dinabandhu Misra 


Sri-Ramastapadi- Upuanisad Brahmendra 


vivarana 
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127 | Smgira-msa mandana {| Vitthallesvara 1530 


128 | Tripurasundaristuti- Kalidasa 1751 
kavyn a 
[129 | usibhilisa | néariyana Mim | 
Vairdgya-cintamani Mianavikrama Kaviraja 
EES 
| 


Viraviruda Candradatta 


132 | Visnupadiavali SOOO 
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—\ “Gitagovinda in Translation 


Mahamedhanandanatha Saraswati 


irst Canto: Samoda-damodara 


4 [Radha, the lady-love in her search of eternal lover Krsna finds 
him in the forest of Vrndavana, where a group meet under 
pretext and protection. 

Her trusted maid, from a hideout, points out at Krsna delightfully 
won over by gop? women who fasten him with their love-rope. The Lord 
also is extremely pleased with them. 

Hence, the name of the Canto-I is ‘Samoda-Damodara’. Damodara 
who is fastened with the garland of sweet flowers of love at the waist is 
revelling in happiness in the Spring season.) 

The sky is overcast with clouds.The forest is getting dark with the 
tamdla-trees. Krsna the child fears darkness. 

O Radha! take him home. 

Radha and Madhava, at the command of Nanda, on their way back 
proceeded to every kunja (a bower laden with flowers) for their secret 
love-play on the bank of the river Yamuna. Let that secret love be 
victorious. [Verse-1] 

The poet Jayadeva, whose mind has the imprint of the movements 
of ‘Sarasvatt’, the Goddess of Learning composes this prabandha (the 
well knitted musical Gitagovinde) about the love play of Sri (Ridha) and 
Vasudeva (Krsna), the God as another one to take the credit of serving at 
the feet of ‘Padmavati (Radha)’, the Goddess on Lotus. [V-2] 

If your mind is flavoured with remembering the names of Hari and is 
curious about the pleasurable arts, then listen to the poetry of Jayadeva, 
composed in sweet, tender and lovely words. [V-3] 

The poet Umipatidhara exaggerates the words, Sarana is praise- 
worthy for the quick and complex composition, Govardhana Acdarya is 
unrivalled in erotic poems, Srutidhara is a famous poet and Dhoyi is a 
king of poets. But only Jayadeva, and none else, is famous for regular 


coherence of words. [V-4] 
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DaSsdavatara Gita (Astapad?)-\: 

O’ Hari! You preserve the Vedas without being fatigued. You, like a boat, 
uphold it in the sea waters at deluge. O’ Kesava! You bear the form of the 
Fish. O' Lord of the World! Be victory unto you. {pada-1] 

O’ Hari! The (vast) earth rests on your broad back, which bears 
the rings of sores on it. O’ Kesava! You bear the form of the Tortoise. 
O' Lord of the world! Be Victory unto you. {2} 

O'’ Hari! The (green) earth rests on the point of your (white) tusk, like 
a dark spot on the body of the moon. O' Kesava! You bear the form of the 
Boar. O' Lord of the World! Be victory unto you. [3] 

O' Hari! On your lotus hand you have wonderful pointed nails, which 
tear open the black-bee-like body of Hiranyakasipu. (It isa wonder because 
il is seen in common that the black-bee with its elongated proboscis pierces 
through the tender body of the lotus, but here it is a reverse act that the 
elongated nails of the lotus hand of the God, tear asunder the black-bee 
like hard body of the demon.) O° Kesava! You bear the form of the Man- 
lion. O' Lord of the World! Be victory unto you. [4] 

O’ Hari! You out-witted Bali (by begging him for a small piece of land 
measuring only three steps of yours in length and breadth, but when 
granted. you expanded yourself to such an extent that you covered the 
whole of the sky with one foot and the whole of vast earth with your 
other foot and then produced another foot from the navel to press the 
demon down to the nether world). You purified the earth with the water, 
that flows down from your toenail. O' Kesava! You bear the form of the 
Dwarf. O' Lord of the World! Be victory unto you. [5] 

O’ Hari! You cleanse the sins of the world with the blood of the 
ksatriya clans (the warring class) and calm down its burning pain. O' 
KeSsava! You bear the form of Bhrgu Parasu-Rama-pati, the chieftain of 
the Bhrgus. O' Lord of the world! Be victory unto you. [6] 

O'’ Hari! You killed Ravana in the battle and offered the ten severed 
crowned-heads to the presiding deities of the ten quarters. O’ KeSava! 
You bear the form of Rama. O' Lord of the world! Be victory unto 
you. (7] 

O’ Hari! You wear the cloud-blue-coloured garment resembling 
Yamuna, which comes to you with the fear of being struck by the plough. 
O' Kesava! You bear the form of Ha]adhara (the bearer of a plough as an 
insignia i.e.Bala-Rama). O' Lord of the World! Be victory unto you. [8] 

O’ Hari! You condemn the precept of sacrifice laid down in the Vedas 
for the slaughter of animals. O’ Kesava! You bear the form of Buddha (the 
wise). O' Lord of the World! Be victory unto you. [9] 
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O’ Hari! You carry the sword like a terrible comet to kill the barbarians 
on the earth. O’ Kesava! You bear the form of Kalki. O' Lord of the World! 
Be victory unto you. [10] 

The speech of the poet Sri-Jayadeva is the epitome of the world and 
gives happiness and prosperity to its listeners. O' Kesava! You bear the 
ten Divine-forms. O’ Lord of the World! Be victory unto you. [11] 

O' Krsna! Homage to you, who rescue the Vedas (incarnating as a 
Fish); support the world (incarnating as a Tortoise), raise up the globe 
(incarnating as a Boar), tear asunder the demon (incarnating as a Man- 
Lion), out-wit Bali (incarnating as a Dwarf), destroy ksatriya clans 
(incarnating as ParaSu-Rama to use an axe as a weapon), conquer Paulastya 
Ravana (incarnating as Rama, a bow-man), bear the plough (incarnating as 
Bala-Rama, a plough-man), extend compassion (incarnating as Buddha, 
the wise), kill the barbarians (incarnating as Kalki, riding on a horse with 


a sword in hand) as manifesting Yourself in ten-incarnations. [V-5] 


Srita-kamala-kucamandala gita (Astapad?)- I: 

O’ Hari! You lay upon the rounded breasts of Kamala. wore kundala 
(earrings) on the ears and a garland of wild flowers (well sprout in all the 
seasons with a huge kadanba flower knit in the middle hanging upto 
the knees or upto the feet according to Kalinga-style). O’ God! Be victory 
and victory to you. [1] 

O’ Hari! You adorn the halo round the Sun. You are the destroyer of 
the cycle of births, the (playful) Swan in the mental lake of holy men. O° 
God! Be victory and victory to you. [2] 

O’ Hari! You are the conqueror of Kaliya (the dreadful venomous 
serpent), gratifier of people, the Sun to the lotus like family of the Yadu. 
O'’ God! Be victory and victory to you. [3] 

O’ Hari! You are the destroyer of the demons like Madhu, Mura and 
Naraka; the master to have Garuda as a vehicle and the prime-cause of 
the sportive acts of the Gods. O’ God! Be victory and victory to you. [4} 

O’ Hari! Your eyes are the spotless lotus-petals. You are liberator of 
the (sorrows of the) world and the preserver of the three worlds. O’ God! 
Be victory and victory to you. [5] 

O’ Hari! You are the ornament of Sita, the daughter of Janaka; the 
conqueror of Dusana, and the clestroyer of the ten-necked Ravana in the 
battle. O’ God! Be victory and victory to you. [6] 

O’ Hari! You look as charming as a new cloud. You held aloft mountain 
Mandara (at the time of churning the ocean). You are like a cakora bird 
to the moon-like face of Sri(-Radha). O’ God! Victory to you. [71 
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O"’ Hari! Know that we bow at your feet. Do good to those who are 
humble. O’ God! Be victory and victory to you. [8] 

O' Hari! This good and splendid (love) song of Sri-Jayadeva bestows 
upon all the joy and happiness. O’ God! Be victory and victory to you. {9] 

The chest of the killer of Madhu (Madhusudana), marked with saffron, 
mixed with fragrances resulting from the embraces of kumkum smeared 
breasts of Padma, that is flooded with the sweat of sexual fatigue may 
fulfil your desire. [V-6] 

[The Sting of Love and The Pinch of Rejection: In the spring Radha 
having delicate limbs as tender as the flowers of vernal spring season, vexed 
with grief and anxiety generated by the strong sting of love's feverishness, 
confused!ly searching for Krsna wanders in the dense and dreary forest 
[kcintara with the derivative meaning Adm (to which lady) tarayati (it 
rescues) or kantam (to the lover) rcchati iyarti (where, one meets) vd itil. 


A maid with delicate sense of humour says as follows (V-7) 


‘lalita-lavaiigalata-pariSilana’ gita (4Astapad?)-II: 

O' my dear friend Radha! Now in this sweet season of spring the soft breeze 
is blowing from the Malaya-mountain and embracing the lavarngalatd 
(the clove-creeper), the kunija (bower) is filled with the song of cuckoo 
mingled with the humming sounds of honey-bees; in spring when the 
feeling of love is found even in the insentient objects, then the sensuous 
beloved. finding the enchanting eternal lover Hari now in dalliance 
with young ladies, is indeed an endless misery on the part of lovers in 
separation. [pada-1] 

The brides of the travellers are out of their minds with the intensity 
of love and the vakula trees are laden with the flowers on which swarm 
of bees hum. (Both, one indicating separation and the other union, are 
intolerable). Now, Hari in dalliance with young ladies, is indeed an 
endless misery on the part of lovers in separation. [pada-2] 

The tamcdla trees full of fresh (black) leaves emitting (as if) the 
fragrance of (black) musk and the kimSsuka (Butea frondosa, having 
odour-less blossoms of red) flowers act as the nails of the Love God to 
tear apart the hearts of young people. [pada-3] 

The blooming of kesara (Mesua Roxbiuvrghii) flowers appears like the 
golden parasol of (the king of) the Love God and the pata/a (pale-red 
Bignonia Suaveolens) flowers with black bees appear like quivers. (T his 
indicates the influence of the Cupid in the aforesaid forest) [pada-4) 

The karuna (Citrus Decumana=tabha in Odia) trees laugh at the 
sight of the young people who have lost their modesty and the ketaka 
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(Pandanus Odoratssimus.=kid in Odia) leaves appear like the spear 
piercing the hearts of the deserted lovers. [pada-S] 

This spring is lovely with the sweet smell of the bunches of madhavika 
(Gaertnera Racemosa=nidli in Odia) with white fragrant flowers and 
infatuates even the minds of the sages. It is a natural friend of the young 
folk. [pada-6] 

The mango buds bristle with delight due to the embraces of the 
atimukla creeper (mdadhavi-lata) and the garden of Vrndavana is purified 
with the water of Yamuna which flows around it. {pacda-7] 

The song of Sri-Jayadeva, describing the symptoms of love and the 
beauty of the forest during the amorous spring season, inspires one to 
think of the feet of Hari at best. [pada-8] 

The wind fills the forest with the fragrance of pollen flying from the 
slightly opened jasmine flowers and as a friend of ketakr, it is advancing 
to inflame the mind. [V-8] 

The travellers’ ears become feverish with the sweet murmurs of the 
cuckoo, who are playing in the mango-blossoms already shaken by the 
bees that are attracted by the fragrance of emerging honey. They pass 
through these days with great difficulty and take delight only in meditation, 
when they write themselves with their lady companions. [V-9] 

The maid (of honour) again from a little distance showed Radhika 
how Krsna (the enemy of Mura), fond of other women's embrace, looks 
captivated by their love play. She thus reproves [V-10]: 


candana-carccita-niakalevara gita (Astapad?)-IV: 

O’ Lady-love, expert in amorous sports [Radha! See how in the forest of 
Vrndavanai] Hari is in dalliance with a group of playful pretty young women. 
He around his sandal-paste smeared blue-body, is wearing yellow robes, 
a fresh garland [made up of tulasi (basil), kunda (Jasminum Muttiflorum), 
manddara (Erythrina Didica), pdrijdata (flower of paradise) and saroruha 
(lotus) woven together] that touches his knees. His cheeks shine with the 
glow of his gem-studded earrings bobbing in playful movements and are 
gladdened with his enchanting smile. {peacdea-1) 

Wife of a herdsman passionately embraces Hari pressing her plump 
breasts (against his chest) and then giving full vent to her amorous 
longing while singing gracefully in paricamardga, a musical mode of the 
cuckoo. [padea-2} 

Another woman concentrates more on Madhustdana’s lotus-like 
face which looks lovely for the fickle eyes with sidelong glances giving 


rise to tender feelings of love. [pade-3] 
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And another with heavy buttocks, on the pretext of whispering 
something in his ears, reaches near his cheeks and kisses lovingly the 
lover (Krsna) filling him with pleasurable horripilation. [pacda-4) 

The other woman, to enjoy love-play, in eagerness bades him to a 
beautiful bower of canes on the banks of Yamuna and longingly pulls his 
fine garments. [pada-5] 

Hari in a circular sportive rdsa-dance of exuberance, praises a young 
lady dancing in rhythm by clapping her hands in tune with a mixed 
sound produced by the jingling of bracelets, girdles, anklets and the 
sweet attractive melody of the flute. [pada-6) 

He embraces one, kisses another, gladcens the other, rejoices in the 
revelry of romance with someone, lovingly glances at one who smiles at 
a distance and chases another beauty. {pada-7] 

Sri-Jayadeva’s song depicting the wonderful secret love-play of 
Kesava in the forest of Yrndavana may extend glory and prosperity to all 
who listen to it. [pada-8) 

Oh dear! Love incarnated Hari fascinated in this season of spring 
sports at His will with the beautiful women of Vraja embracing them from 
all sides and causing amorous merriment while gratifying all (the gopi in 
accordance with their desires) by his dark (like Kandarpa, the God of 
Love) and tender persona resembling a bunch of blue lotuses. [V-11] 

(To add insult to the injury of women pining for love) The wind 
blows in from the sandal mountain in the south and proceeds towards 
the Kailasa mountain ranges (the abode of Siva in the north) with a desire 
to bathe in the snow to cool down its discomfort on account of bites 
of the serpents dwelling in the sandal woods. The sweet voice of the 
cuckoo, out of joy becomes sharp and reverberates on seeing the advent 
of tender buds at the top of mango-trees. [V-12] 

Thus ends the First Canto, called Samoda-ddamodara, of Jayadeva's 
Gitagov'inda. 


Then begins the Second Canto: AklesakeSava 

{On listening to her friend, Radha, finding Kesava (Krsna) in Aklesa 
(without trouble) and at ease in the bower with other women, pines very 
much for His love. Hence, the name of this canto is ‘Aklesakesava’. The 
word ‘KeSava’ means ‘one having fine luxuriant (black curly) hair’ to be 
in comity of passionate ladies. It also means one who killed mercilessly 
a demon called ‘Kest’, having too much growth of hair. This indicates the 
cruelty of the person towards people having a natural love for the growth 


of hair i.e. women. Either ways Krsna justifies his name being in company 
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with women in general and thus cruel towards Radha in particular] As 
Hari roams in the forest with loving women in general, Radha, realising 
her importance at stake, becomes jealous and goes in another direction 
to hide in an arbour atloat with a swarm of honey-bees humming atop. 


She confides in distress her anguish to the trusted friend. {V-13) 


samcardadharasudhamadhuradhvani gita (Astapadi)-V: 
My mind recollects—this is the place, where Hari sported in rdsca-dance 
and cut jokes. It was resonating with the sound of His fascinating flute as 
well as the flow of the sweet nectar from His lower lips. He was turning 
His glance in every direction and when His head moved right and lett, 
the (shine from the) earrings glowed on His cheeks. [pada-11] 

His hair was adorned with the plume of a peacock and was looking 
like a thick cloud festooned with a magnificent rainbow. [pada-2] 

His face was glowing with the sweet smile displayed on the lips 
looking as radiant as the leaves of Bandhujiva (Pentapetes Phoenicea, 
with a red flower which opens at midday and withers away the next 
morning) and was eager to kiss the faces of the cowherd-women with 
heavy buttocks. [pada-3] 

Taking a thousand young cowherd women into the fold of his long 
extending arms thrilled with joy, He was able to dispel the darkness by 
the rays of ornaments that adorned His hands, feet and chest. (pada-4] 

A mark of sandal-paste on His forehead was reviling the moon 
moving through a multitude of clouds. He was cruel at heart at the time 
of pressing and massaging the large breasts and their sides. [pada-5} 

His lovely cheeks were adorned with the earrings studded with 
jewels in the shape of a makara (crocodile as an emblem of Cupid). He 
was wearing yellow garments. All the great sages, gods, demons and 
men obey Him. [perde-O] 

He was standing under a pellucid kadamba (Nauclea Cadamba, 
with orange-coloured fragrant blossoms) tree, dispelling the fear of dross 
in this iron age of Kali. He also used to gratify me mentally somehow by 
His surging wave of loving looks. [pada-”l 

Sri-Jayadeva depicted the most handsome tigure of Madhu-ripu (the 
enemy of demon Madhu, Sri-Krsna). Let it now be suitable for the pious 
people to have the remembrance of the holy teet of Sri-Hari. (peda-8] 

My mind takes into account only his virtues and never intends to get 
angry by mistake. It gets satisfaction by laying aside his faults. What shalt 
I do, when my mind pines most for him, who desires strongly in playing 


with other young women and not me! [V- Ta} 
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‘nibhrtanikufijagrham’ gita (Astapad?)-VI: 

At night 1 went secretly to the lonely arbour (nikunjagrha), where he lay 
hiding and when 1 looked around with apprehension, discovered him 
bursting out into laughter with ardent desire for love. O’ my friend! get 
Kesimathana (Krsna, with power to destroy a demon or a demonic attack 
of the Cupid) to be united with me. 1 pine ardently for His love. [pada-1] 

I was shy at our first union. By flattering in a hundred ways, He made 
me agreeable to speak smilingly a few sweet words and then loosened 
the fine garment around my waist. [pada-2} 

Laying me on a bed of tender leaves, he laid on my breast. Il embraced 
and kissed Him. He too hugged me tight and drank ambrosia from my 
lips by kissing me too. [pada-3) 

My eyes were closed. His cheeks were delighted. My entire body 
started sweating. He was restless with passion. [pada-4) 

I cooh-coohed like a cuckoo. He was victorious in al! the techniques 
of love-making. The flowers fell scattered from my braid. He scratched 
my heavy breasts with His nails. [pacda-5) 

With anklets tinkling on my feet, He extended the amorous act to 
His satisfaction. The girdle with jingling sound unfastened, He went on 
issuing kisses pulling my braid (to keep me under control). [pada-6) 

I was tired of deriving pleasure in love, He looked (mischievously 
in satisfaction) with his lotus-like eyes half-opened. When satisfied, my 
creeper-like body fell flat and limpid, the desire (for love) again crept 
up in the mind of Madhu-sudana (the honey-bee, who is an expert in 
obtaining the juice by pressing and crushing). [pada-7) 

The song of Sri-Jayadeva conveys a happy expression of an anxious 
cowherd-maiden about the erotic disposition of Madhu-ripu (who has 
finished the demon called Madhu or the honey-juice from the flower-like 
tender maidens of cowherds’ gopa village), may accomplish pleasure. 
[pada-8] 

Looking at me with sidelong glance that drove the flock of cowherd 
wonien'’s eyebrows to rise, whose flute of luxury got dropped down 
from the hands, cheeks perspired and lovely face lit with smile ambrosia 
seemed embarassed; I behold Govinda in the forest sorrounded by the 
beauties of Vraja and rejoice. [V-15] 

O' friend! it is difficult to look at the blooming clusters of fresh asoket. 
Even the breeze that blows from the grove by the lake pains me much. The 
blossoming of mangoes, which look charming with hovering of humming 
bees, also are not pleasant to me. Please tell me, what shall 1 do now in 
such a situation (Sikharini, the metre in which it is described)? [V-161 
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Thus ends the Second Canto, called Aklesakesava, of Jayadeva's 
Gitagovinda. 


Then begins the Third Canto: Mugdha-madhusiidana 
{Madhu-sudana, who could kill the demons born out of the filth of the ears 
of Brahma called Kaitabha (speaking secretly against others to keep them 
away) and Madhu (speaking pleasantly honeyed words to win over), is 
now found stupefied with and spellbound by the love of Radha. Hence the 
canto is named ‘Mugdha-madhusudana’, describing the reciprocal feelings 
of sorrow and repentence of both Radha and Krsna, the eternal lovers.) 

Krsna, (the enemy of Kamsa) having placed Radha, as a binding force 
of worldly desires in his heart, abandoned all the beauties of Vraja. ([V-17] 

With repentance he pursued Radhika here and there wounded by 
the arrows of the Love God. He entered a bower on the banks of the river 
Yamuna, that flows from the mount Kalinda. Madhava was struck with 
grief. [V-18] 


‘mamiyam calita’ gita (astapad?)-VH: 

Seeing me surrounded by women, she left. I was at fault. Afraid (of her 
ire), I could not also stop her. O’ God! She perhaps left in anger because 
of the indignity towards her. (pada-1] 

1 wonder, what will she do now and say if she were to live in 
separation for ever ? What is there in my wealth, in my kinsmen and even 
with ny life (without her)? {pada-2] 

1 recall her face looking like a red lotus agitated by a hovering bee 
and her eyebrows knitted in anger. [pada-3} 

She is within my heart. In the heart, I shall love her. Why then, do I 
search for her in the forest and lament in vain ? [pada-+l 

O’ slender lady! T know, your heart is distressed with jealousy, but I 
cannot supplicate, as 1 do not know where you have gone! (pada-5] 

It appears to me as if you move in my presence. Why then do you 
not hurry to hug me as before? [pada-6] 

Forgive me. I shall not ever do such things to you. I am burning with 
passion. O' Beautiful lady, favour me showing your face. [pada-71 

With devotion to Hari, this is narrated by Jayadeva, the moon born 
from the ocean of Kendubilva. [pada-8] 

This is a garland of lotus stalks on my chest, but not the lord of 
serpents (of Great-God Siva). 

This is a row of blue lotus-petals on my neck, but not the glow of 
poison (to be mistaken as Srikantha or Siva). This is sandal powder (that 
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bhesmears my body) but not the ashes (as in case of Siva). O'’ incorporeal 
God of Love! do not strike me (to take my life) mistaking me to be Hara 
(Cor Siva, who took your life and thus is your enemy). Why cdo you rush 
at me with anger! [V-19] 

O' Love-God! Do not carry the mango-arrows in your hand and put 
the string on the bow (to charge). You have playfully conquered the 
whole world at ease. How is killing a swooning man an act of bravery? 
My mind which is torn asunder by the arrow like sidelong glances of the 
doe-eyed, has not even slightly recovered. [V-20] 

O' slender lady! Fhe arrow like sidelong glances placed on the bow of 
your brow cause me pain. Your braid of dark curly hair (Rrfife, meaning 
curled and crooked) may also imitate to act as Mara (the God of Love, 
who tempts living beings to indulge in passion leading to emaciation and 
finally death) and attempt to kill me. Your red lower lip resembling the 
bimba (Onomordica monadelpha, locally called Rriordrei in North Odisha 
and foradd in South Odisha) fruit may spread infatuation (because it is 
natural for an arrow to pierce the vulnerable points, for the crooked to kill 
and for once inspired with love to cause affliction), but how is it that your 
well rounded breasts (scdd-ertta, also meaning ‘good conduct/manner’) 
play with my life ? [V-21] 

The pleasure of her touch, tender and wavering eyes, the mouth of 
lotus fragrance, indirect speech with a flow of nectar, the graceful binibe- 
like lower lip are though attachments of sense objects, my mind is fixed 
in meditation upon her, but alas! How then the disease with mental agony 
of separation does increase ? [V-22] 

The brow is her bow, her sidelong glances are the arrows and the tip 
of her ear is the bowstring. Are these weapons transferred by the God of 
Love to her, the living Goddess, to conquer the world #! [V-23] 

Thus ends the Third Canto, called Mugdha-Madhusriidana, of 
Jayadeva's Gitagovindd. 


Then begins the Fourth Canto: Susnigdha-méadhava: 
[‘Swigdhd’ means tender, smooth and affectionate. In this canto Krsna, 
who is not (ma) the husband (hava) but the lover becomes exceedingly 
affectionate towards Radha, having come to know of her miserable 
condition Irom her friend that she has dried out like a flower with the 
scorching rays of the Sun. Thus justifies the name Susnigdha-macdhava.) 

A companion loyal to Radha spoke to Madhava, who was roaming 
about in love perplexity and was staying in a grove on the banks of 
Yamuna. [V-24} 
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nindati candanamindukiranamanu gita 
(Astapad?)-VIII: 

She finds fault with the sandal-paste (as of no relief) and feels no good 
at the (cooling) moon beams (as of causing more pain) and then gets 
depressed and perplexed. 

She considers the (southern) breeze blowing from the Malaya- 
mountain to be an admixture of poison because of the snakes that live 
on the sandal trees. 

O' Madhava! She, in melancholy under separation being afraid of 
the arrows of the God of Love, (absorbed in your thought) thinks of you 
alone. [peada-1] 

You are in her heart. To protect you from the arrows incessantly 
shot by the God of Love, she wears a mass of wet lotus-leaves upon her 
bosom like an armour. [pada-2] 

She has prepared a beautiful bed of flowers for practising the art of 
love (as imagined) to have a happy blending with you, but though it (in 
separation from you) turns to be a bed of flowershatfts of the God of Love 
for her (happy ending), she eagerly waits for you as if, in fulfilment of a 
religious vow. [padea-3] 

Her lotus like face has been moistened with welled up tears rolling 
down from the eyes as good as the moon from which the nectar trickles 
down on account of its being torn asunder by the large teeth of Rahu, the 
trouble-monger to the moon. [pada-d4] 

She, with musk, has secretly drawn your picture as the God of Love, 
placing underneath a makearea (crocodile) and an arrow of new mango- 
buds in your hand and bows down. {pada-5] 

She also repeats, O’ Madhava! I fall at your feet. If you once turn your 
face away, even the moon, a store-house of nectar, continues to burn up 
my body. [pada-6] 

She looks at you straight. Since it is very difficult to attain you even 
with deep concentration, she moans, laughs, grieves, weeps, Wanders 
and forgets her grief. [padea-71 

This song of Sri-Jayadeva, if in exuberance allowed to dance in the 
mind, then recite the speech of the friend of the young cowherd woman, 
overcome by remorse clue to separation from Hari. [pede-81 

She feels her abode to be a forest, dear friends as snares, the heated 
breath to be a zone of flames of forest-fire due to your separation and 
herself like a helpless doe amidst the burning forest surrounded by the 
hunters, chased by the God of Love to be the God of Death performing 


the tiger's play (known as Sdrddifavolriditanmn. ¥-251 
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stanavinihitamapi haramuddaram gita (Astpadi1)-IX: 
O’ Kesava! In your absence Radhika feels her slender body and the fine 
necklace placed upon her breasts as a heavy burden. [pada-1} 

She also looks with apprehension at the smooth sandal paste on her 
body seeing it as if it be poison. [pada-2) 

She is heaving high and long as if spreading the morbid heat of the 
burning fire of love. [Pada-3] 

She casts her tearful eyes in every direction like a lotus without its 
stalk. [pacda-4)] 

She considers the bed of new leaves before her as one of fire. [pbada-5) 

She, by not taking off her hands from the cheeks, gives rise to an 
unmoving newly risen evening moon. [pada-6] 

She. as if ordained to die of separation, repeats your name Hari Hari 
with a desire (to get you in the next life). [pada-7] 

May this song sung (with the word Kesava) by Sri-Jayadeva lead all 
near the feet of Kesava and rejoice all. [pada-8] 

O' Upendra (Krsna is so called as he subdued Indra, known to be 
powerful and cruel for his ‘thunderbolt')! You are heartily accepted to be 
greater than the Divine Physician. If you do not get rid of the sickness of 
love-smitten Radha to be cured only by your ambrosia of coition, then 
you will prove yourself to be more cruel than even the thunderbolt. 
[V-26. in the metre called upendravajrd]. Though her body suffers from 
the heat due to fever of love caused by Kandarpa (with pride in hell of 
enjoyment), it is surprising that her mind gets distressed when comes the 
thought of the sandal, the moon, the lotus (all having cooling effect). But 
it is more surprising that she however lives alone waiting for the moment 
with the thought of you, the more cold dearest one. [V-27] 

In the past she, who was not able to endure your separation even 
for a moment and was pained at the (natural) dropping of the eyelids 
(barring her vision of you), how can she breathe now on seeing the 
flowering tips of mango-branches (in the charged atmosphere of spring- 
season, when there is a feast of flowering, waiting eagerly to bear fruit). 
[V-28, in the metre called ‘puspitagra] 

Thus ends the Fourth Canto, called Susnigdha-Madhava, of Jayadeva's 
Giteaigovinda. 


Then begins the Fifth Canto: Sakanksa-Pundarikdaksa 
tSakdiiksa’ is a state of intense desire coupled with anxiety. ‘Puidarikd 
signifies human-heart. Pundarikaksa is another name of Krsna, whose 


eyes are as fresh as white lotus. 
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He now sees the clear picture and realises his own fault, but does not 
clare to go to Radha. He in his heart of hearts, intensely desires to meet 
Radha and expresses this to the loyal maiden, who also advises him to 
cherish the dictates of His desire. Hence follows the name Sakarksa- 
Piundarikdsa.] 

Let me stay here. You go to Radha and request her on my behalf as I 
briefed you and get her here. 

Thus appointed by Madhuripu. the loyal friend went to Radha and 
communicated as follows. [V-29} 


vahati matayasamire madanamupanidhaya gita 
(Astapad?1)-X: 

‘The gentle breeze blows along with the passion of Love God from the 
Malaya mountain. 

Blossoms split open to crush the hearts of lovers in separation. 

O' friend! Vanamali sinks into despondency in your absence. [pada-1} 

When the cooling rays of the moon started burning, he felt like dying. 
When the arrows of the God of Love fell on him, helplessly he lamented. 
(pada-2} 

When the honey-bees hummed, he covered his ears. When the pangs of 
separation intensely increased, he became sick night after night. [pada-3] 

He lives in the forest renouncing his beautiful dwelling place. He 
rolls on the ground repeatedly recalling your name. [pada-4] 

The poet Jayadeva sings this dwelling in the the charm of love, in 
separation. Let Hari appear in the minds intensely rich with noble deeds. 
[pada-5S] 

He has already attained perfection in the art of love-making with 
you. Now again, Madhava, meditating on you in the same arbour of love- 
making, chants your name as a mantra with an ardent desire to embrace 


you and drink the nectar from your pitcher-like breasts. [V-301 


‘ratisukhasare gatamabhisdare 
madanamanoharaveSsam’ gita (Astapadt)-XI: 
O’ my dear friend with heavy buttocks! Don't delay departing. Follow 
the lord of your heart, who is well dressed to surpass the beauty of the 
God of Love, and who is on a rendezvous to derive the best of pleasures 
through intercourse. 

Vanamda (with a garland of fragrant flowers of all the seasons hanging 
down), whose hands are active in squeezing the heavy breasts, rests now 


on the banks of Yamuna served by gentle breeze. [pade-1] 
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He gently plays on the flute calling your name. He indeed reveres 
even the smallest particle that has the contact of your body and carried 
off by the gentle breeze. [pada-2] 

If a bird perches or a leaf trembles, in anticipation of your arrival he 
prepares a bed and anxiously looks forward to hear your tread. [pada-3} 

Please remove the anklets that sound disagreeably, like a fickle foe, 
during amorous acts. 

O’ my friend! Get into a blue cloak and get inside the dense dark 
arbour. [pada-4] 

You will appear like a waving crane against a patch of dark cloud 
resembling Murari's chest who wears a necklace which will play like a 
lightning at the time of sexual act in reverse order. Be eminent in getting 
the results of well done acts. [pada-5] 

O’ my lotus-eyed friend reclining on a bed of tender leaves! Get your 
clothes loosened, girdle dropped and loins uncovered and make it a 
treasure house of joy (for Hari). [pada-6] 

Hari has a good sense of respect. The night now is also coming to 
a close. Be quick in obeying my words. Fulfil the desires of Madhu-ripu 
(Sri-Krsna). [Pada-”]} 

On hearing this most charming song by Sri-Jayadeva, a devotee of 
Hari; bow down with a delightful heart devoted to Hari, who is graceful 
to one for noble deeds. [pada-8] 

O’ Beautiful Radha! Your lover is now tired of the maddenning 
effects of the Love God. He breathes heavily (being disappointed at 
your not-coming), looks forward again and again in all directions 
(in expectation of your arrival), enters into the bower off and on 
(expecting you to have entered from the other side), and with an 
indistinct articulation (for some untoward happening in your coming) 
becomes upset (in anxiety), (disappointed at your not-coming and 
again with a hope of your coming and sleeping) he prepares a bed 
and often glances (to find you somewhere hidden) bewildered (in not 
finding you). [V-31] 

Look, the hot-rayed Sun is now set (with your perverseness as there 
is no sharp heat in the rays of the setting Sun, there is no disinclination 
in your stiff attitude towards him). The darkness has deepened with 
the longing of Govinda (meaning—one who attains the objectives of 
senses). My long entreaty resembles the long pitiable cry of the pairs of 
Koka (ruddy goose, separated by sitting apart on opposite banks). O’ my 
beautiful friend! This is the proper time for rendezvous as further delay 
will not bear any fruit. [V-32] 
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The couple, unintentionally left somewhere, happened to meet each 
other by chance in the darkness but are pleased instantly to engage in 
sexual act. They embraced, kissed, nail scratchings ensued and were 
exerted. But through initiation of love act and expression of satisfaction 
they came to know each other and experienced an indescribable pleasure 
mixed with embarrassment. [V-33} 

O’ my friend with a beautiful countenance! Moved by the waves of 
passion while proceeding on the path in darkness, (treading softly) slowly 
resting under each tree, let Sri-Krsna, the fortunate one, receive you with 
awe and wonder and be pleased to achieve his object in solitude. [V-34] 

Thus ends the Fifth Canto, called Sakanksa-Pundarikaksa, of 
Jayadeva’s Gitagovinda. 


Then begins the Sixth Canto: Sotkantha-vaikuntha 
[Raclha, absorbed in the thought of Krsna, sees him everywhere and also 
considers herself to be Krsna. Radha, much afflicted in love, becomes 
very weak. It becomes difficult on her part to visit her lover Krsna. 
Hence. Krsna (the God of vaikuntha), therefore. without hesitation (or 
vikunthda) crossing all the rules of propriety becomes eager to conduct 
himself (as c//hrsta) without shame on a rendezvous in reverse to Radha. 
Thus, the canto in all fitness is named Sotkantha-Vaikiutha) 

The trusted friend on finding the devoted Radha in the bower, 
incapable of moving, spoke to Govinda, who pines for love (of Radha) 


as follows. [V-35] 


‘DaSsyati di$i di$Si rahasi bhavantam’ gita (Astapad1)-XI: 

She in solitude, as if in a state of drinking the sweet (intoxicating 
liquor-like) honey of your lips, sees you in every direction. 

O’ Lord Hari (who takes away the life of foes and the agony of 
friends)! Radha acutely suffers in her abode. [pada-1] 

Attempting to go to you on rendezvous, she walks forward a few 
steps and falls. [pada-2] 

She, (in order to calm down the heat generated by the fire of love) 
wearing a bracelet of tender leaves and lotus-stalks, lives only with 
expectation of your union. [pada-3] 

She dressed like you, looks frequently at her pleasant decoration and 
(in absorption) finds pleasure in thinking herself to be Krsna (the enemy 
of the demon ‘Madhu’ or the exciting atmosphere of spring). [padea-4) 

She enquires from her friend constantly why Hari is not coming on 


the rendezvous? [pada-51 
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Imagining Hari by her side, She embraces and kisses often the 
clouded darkness. [pada-6} 

As you delay, her delicacy dissolves away and she, waiting to receive 
you in her bridal bed, moans and weeps. [pada-7} 

May this song of Sri-Jayadeva spread great joy in the people of literary 
taste. [pada-8) 

O' Rogue! Dear Radha with cleer-like eyes, thinking only of you and 
vour irresistable love, is immersed in the ocean of passion. She (thinking 
of your love-union) gets horripilated a lot and being perplexed utters 
love-cries expressing internal apathy with emotional fervour. {V-36] 

She (for you) puts ornaments of various kinds on her (limbs). When 
a leaf thrills, she in anticipation of your arrival and with a hope of getting 
you by her, prepares a bed and merges in your thought for long. Thus 
adhering to such modes of (daRa/pa) ornamentation, (vikalpa) alternatives 
in uncertainity, (fa/paracana) preparing the bed for conjugal love-play, 
(samkalpalild) fancy of imagination in hundred ways; she, the beautuful 
lady will not be able to spend this night well without you. [V-37] 

Thus ends the Sixth Canto called, Sotkantha-Vaikuntha, of Jayadeva'’s 
Gitagor'inda. 


Then begins the Seventh Canto: Nagara-Narayana: 
{Narayana is considered to be the sole resort of all—nardndam ayanam. 
He is very clever in preferring to live and play inside every body by 
making it his nagara or a dwelling place. Radha is impatient in waiting 
quite long for Krsna. But Krsna, who loves many does not restict himself 
to one alone. He is known as Ndgara-Ndardyana as he derives pleasure 
being in play with many.) 

In the meanwhile as the moon, with a black patch on his body because 
of the sin caused by closing down the path of unchaste women, through 
illumination of the intermediate space of Vrndavana (with a flood of light); 
looked like a mark of sandal paste on the face of the quarters (digvadho) 
and is considered to resemble beautiful women. [V-38] 

While (the disk of) the moon goes up above the horizon, Madhava 
getting delayed in reaching; the lady with repentence in separation cried 
out loudly lamenting a lot. {V-39] 


kathitasamaye’ pi harirahaha n yayau vanam gita 
(Astapad?)- XIII: 

Ah! Hari did not turn up in the forest in time as appointed. My jubiliant 
youth without blemish is of no use. 
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I was deceived by the guilded words of my friends. Where shall I seek 
refuge now ? [pada-1] 

Following whom I came even to the thicket in dark night, he now 
wedges my heart with one of the uneven (five) arrows of the God of 
Love. {[pada-2)] 

My tryst is futile. There is sure sign of death for me. I have no sense 
lett to bear the pangs of the fire of separation. [pacda-3} 

This enchanting night sweet like honey makes me depressed, while 
some fortunate woman enjoys Hari (the captor). [pada-4] 

I consider the bracelets and other ornaments studded with gems to 
be unbearable as they carry the flames of separation from Hari (the thief, 
who steals). [pacda-5) 

My flower-like delicate body is so easily wounded by the arrows of 
the God of Love. The garland of flowers on my bosom even hurts more 
than his very indifferent nature. [pada-6] 

I stay (for him) here in difficulty without caring for the forest-reeds, 
but Madhu-sadana (the destroyer of all that is sweet) does not remember 
me at all. [pada-7] 

This song of the poet Jayadeva, a refuge at the feet of Hari may dwell 
in your heart like a beautiful young woman proficient in the practice of 
the art of love. [paca-8] 

Is He after some lovely lady (but how can it be, when he loves me 
very much) or detained by the friends in play (but how can it be, when 
the time for rendezvous was scheduled) or wanders in darkness of the 
forest nearby (but how can it be, when the place is quite well known to 
him) or is handsome Krsna tired out and not able at all to come to the 
assignation, a beautiful arbour of asoka. [V-40] 

Then (Radha) saw her friend return without Madhava, apprehended 
that Janardana was seduced by some woman and started clescribing the 


event as if she had witnessed it. [V-41] 


Smarasamarocita-viracitaveS$d gita (Astapad?)-XIV: 
Some young woman with exceptional qualities enjoys with Madhu-ripu (an 
enemy by not keeping up the appointment that is sweet in spring-season). 

The woman is dressed appropriately to fit in, in the battle of love. 
Her hair is dishevelled and the flowers have fallen down. (padea-1] 

Due to Hari’s deep embrace, the abnormal condition prevails and the 
necklace is glittering upon her pitcher like breasts. [pada-2) 

Beautiful is her moon-like face with the waving of curls. Krsna is drinking 


from (the honey of) her lips. Her eyes are closed in ecstasy. [pade-3) 
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Her cheeks look charming with the ear-ornament (Rrandata) shaking 
and her hips move fast while the girdle jingles (actively in erotic- 
enjoyment in reverse order). [pada-4) 

As the lover stares on (with mercy), she remains bashful and smiles 
and makes a variety of indistinct sounds in consummation. [pada-5S] 

She is filled with ample horripilation and tremor. Her love blossoms 
when she in coyness sighs and closes her eyes. {pacda-0] 

She, skilled in the war of love, filled with perspiration in amorous 
dalliance, has thrown herself upon the chest (of my Lord). [pade-?] 

The song of consummation by Hari as delineated by Sri-Jayadeva 
may remove the evils of Kali. {peada-8] 

The moon having the appearance of pale lotus-like face of tove-lorn 
Sri Krsna, the enemy of demon Mura and as a friend of the God of Love, 


spreads anguish in my sublime heart. (V-42] 


samuditamadane ramanivadane gita (Astapadt?)-XV: 

He is thrilled while putting a ‘mark of musk’ comparable to the image 
of the deer on the moon, on the tace of the lovely woman who looks 
delightful and is excited. She upturns her lower lip tor a kiss. 

Thus the victorious Murari was found enjoying now in the forest on 
the bank of Yamuna. [peadea-1] 

He arranges kuruvaka (a red kind of Barleria) flowers on her hair. 
These flowers look as beautiful as the lightning on the dense cloud-like 
dark hair of the wanton face of the young woman. Moreover her dark 
hair resembles a forest (of dark hair) infested with deer herds (the mark 
as found on moon) belonging to the Love God. [pada-2} 

Her (large and hard) compact breasts are spread out like the 
(large) vast sky. The mark of musk with the scratching of nails (made 
by Krsna) on them appears to be the black-spot on the moon. Her 
fine necklace of gems resting on the breasts appears like a cluster of 
stars. [pada-3) 

Her tender arms are as delicate as lotus-stalks. ‘The palms appear like the 
ice-cold leaves spread out of the lotus-stalk. A bracelet of emerald appeared 
to be a swarm of honey-bees hovering around her arms. [padec-4l 

The pleasure-house (pedendea) in benveen the buttocks of the 
nourished body is considered to be the golden seat of the God of Love. 
There the girdle of gems casts a welcoming archlike smile at the entrance. 
l\pada-S] 

He decorates her teet adorned with jewel-like nails by placing 


them on his chest, which is the dwelling place of Goddess Kamali, tor 
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the marks of red lac-juice on his chest would avoid demeaning other 
women. [padea-6] 

O’ my friend! Tell me why should 1 live here inside this arbour for long 
in vain, while the mischievous Krsna, the brother of Haladhara (with a 
plough to cultivate the field) is having sexual dallliance with some other 
beautiful woman? [pada-”} 

Let not the evil characteristics of Kali prevail here with the depiction 
of Hari’s virtues in the sentiment of love by Jayacdleva, the king of poets 
but a servant of Krsna, the enemy of demon Madhu. [Pada-8} 

O’ my friend! If the merciless cheat did not come, why do you feel 
sorry for you are a mere messenger ? He has many paramours to dally 
with at his will. What is your fault, then? See! This heart longs for him 
and is drawn towards him by the (string of) qualities, ignoring anguish, 


anxiety and distress. I will cease to breathe, I am dying. [V-43] 


‘anilatarala-kubalayanayanena’ Gita (Astapad?)-XVI: 
O’ Friend! The woman, who was sexually pleased by Vanamali Krsna— 

She, who is loved by Krsna, the handsome one with eyes as good as 
lotus tremulous by the wind, no more feels the heat by sleeping on a bed 
of tender new leaves. [pada-11 

She, who is loved by Krsna, the handsome one with the charming 
face as good as a fully blown lotus, is not afflicted by the arrow of the 
God of Love. [padea-2] 

She, who is loved by Krsna, the handsome one with the sweet words as 
good as nectar, is not subjected to the burn by the Malaya-breeze. [Petda-3) 

She, who is loved by Krsna, the handsome one with the lustre of 
hands and feet as good as a lotus on land, does not roll about in the ice- 
cold rays of the moon. [pada--t] 

She, who is loved by Krsna, the handsome one with the lustre of 
cluster of clouds during the rainy season, is not afflicted by the pangs of 
separation. [pada-5} 

She, who is loved by Krsna, the handsome one with the lustre of 
clothes as good as the lines of gold made on the touch-stone, does not 
snort with the mocking of the people around. [padea-01 

She, who is loved by Krsna, the best of young men all over the world, 
does not suffer from the most pitiable pain. [padea-?] 

Let Hari also enter into your heart through these words composed by 
Sri-Jayadeva. [pada-8) 

OO’ Sandal Breeze (anila, derived from the root ‘a meaning ‘both 


give and take’ with suffix ‘ife) pleasing the God of Love! Blowing from 
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the south (daksia) be favourable (daksina) and give up your cruelty 
by contrary action (damata). O’ Life of the world! Putting Madhava for a 
moment before me (be favourable) first and next (be cruel to) take my 
life away. [V-44] 

O’ my friend! This house appears (with my dear friends) to be an 
enemy, the ice-cold breeze to be burning fire, and the moon with (life- 
giving) nectar of rays to be (death inflicting) poison in as much as he 
is in my mind (but not nearby), My heart still longs for him by force. 
What shalt 1 do, when the lover is verily free in ruling over the lotus-eyed 
woman. [V-45) 

O’ Malaya Breeze! Do not stand on my way. O’ God of Love (with 
five arrows)! Take my life (breathing with five vital forces) away. I shall 
not again go back home. OO" Sister of Death (Yamuna)! 

Why should you also spare me ? Ask your waves to grasp me, so that 
the burning fire of love in my body may at least cease. [V-46] 

Thus ends the Seventh Canto, called Niagara Narayana, of Jayadeva’s 
Gitagovinda. 


Then begins the Eighth Canto: Vilaksa-Laksmipati: 
[Radha spends the night with unbearable agony. Then to her astonishment 
finds Krsna with remarkable marks of eros to be at the threshold in the 
morning. Krsna though ‘Laksmi-pati’ the noble lord of auspiciousness, is 
found bearing depreciable signs of a wretched paramour. Thus the canto 
is significantly named Vilaksa-Laksmipati.”) 

Somehow passing the night shattered by the arrows of the God of 
Love and finding her lover bent down before her and speaking words 


of conciliation, she spoke displeased with jealousy. (V-47] 


rajanijanitagurujagararaga gita (Astapadr?)-XVII: 
O’ Hari (depriver of my wealth of pleasure), O' Hari (seducer of other 
ludies)! You go. 

O' Madhava (the husband of Laksmi)! Go away. O’ Kesava (Rfisnati 
torments iti kesa i.e. one who torments, va = a lot}! Get out (of this place). 
Dont utter words of falsehood. O’ lotus-eyed (lover)! 

Follow that woman, who dispels your despondency. 

Your eyes, red and indolent clue to wakefulness in the last night, are 
distinctly indicative of indulgence in eros. [pada-11] 

O’ Krsna! Your red lip now bears the colour of your body through the 
kisses of that dark-eyed woman, who adorned her eyes with mascara. 
[pada-2] 
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Your body that hears the marks of her hard nails during the battle of 
love, seems to have a record of her victory in erotic play inscribed in gold 
lines on an emerald piece. [pada-3) 

Your grand chest is wet with the marks of fluid of lac flowing from 
her lotus-feet and puts up an outward show of new leaves on a tree of 
love. [pada-4\ 

The marks of teeth-bite (in passion) on your lower lip, cause pain in 
my mind and say: 

How can this body of yours and mine be still one and the same? 
[pacda-5S) 

O’ Krsna! Your mind must be equally dark like the rest of your body. 
Otherwise, how could you cheat a person who is sincerely following you 
and suffering from the fever caused by the uneven clarts of the God of 
Love? {pada-6} 

It is not a wonder that you (a ravisher) wander in the forest to devour 
young women, in as much as it is very well proved in the case of killing 
Pétanu that even then it was a nature with you as a child to be crue! 
towards women. [pada-7] 

O’ learned men! Listen to the lamentation of a young woman, 
deceived and abandoned by the lover as sung by Sri-Jayadeva. It is as 
sweet as nectar (of heaven) but very difficult to have even in heaven 
above (the abode of God). [pada-8] 

QO’ Cheat! Seeing your chest red with lac dripping from the feet of 
your beloved, as if spreading the passion outwardly and thus finding 
my full love for you to be shattered, now it causes nme more shame than 
anguish to look at you. [V-48] 

Thus ends the Eighth Canto, called Vilaksa-Laksmipati, of Jayadeva's 
Gitagovinda. 


Then begins the Ninth Canto: Mugdha-mukunda 
[Radha sent back Krsna, but pined very much for him in separation and 
repented for the same. 

Having come to know of this from her trusted maid, Mukunda (the 
giver of liberation) was both concerned and fascinated. Hence, the name 
Mugcdha-Mukriaida.) 

Then on tinding Radha separated from the lover on account of a 
quarrel, agitated by Manmatha (the agitator of mind), exasperated 
in sexual pleasure and remorse and then feeling sorry through the 
recapitulation of the conduct of Hari; the confidante spoke to her in 


confidence. (V-49] 
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Harirabhisarati vahati mrdupavane gita (Astapadt)- 
XVII: 
O’ my angry friend! Do not take a pique against respectful Madhava. 

Hari is in rendezvous while the sweet wind blows. What more 
pleasure you can aspire at home? [pada-1} 

Why do you not make use of your pitcher-like breasts extremely 
succulent and heavier than palm-fruits? [bada-2] 

How many times it is repeated to you word for word not to leave out 
Hari, who is very cordial. [bada-3} 

Why do you wail helplessly and feel yourself distressed and allow 
(create occasion for) the assembly of young women standing around to 
laugh at you? [pada-4) 

Make your eyes worthy of seeing Hari preferring to be on the cool 
bed of lotus-leaves. [pada-51 

Why do you feel depressed at heart? Listen to my words and remember 
that difference between you two is not desirable at all. [pada-6) 

Let Hari come and speak to you very sweetly. Why do you make 
yourself alienated? [pada-7) 

May the deeds of Hari as elegantly sung by Sri-Jayadeva cause 
happiness to people of taste. [pbada-8] 

You became rough when your lover was affectionate, you remained 
unbending when he was bent down before you, you were hostile when 
he was passionate, you turned your face away when he was looking you 
up. These may be proper for you to act in perversity and as such natural 
for you to feel sandal paste to be poison, cool-rayed moon to be burning 
sun, the frost to be fire and all the objects of pleasure to be torturous. 
[V-50] 

Thus ends the Ninth Canto, called Mugdha-Mukunda, of Jayadeva’s 
Gitagovinda. 


Then begins the Tenth Canto: Catura-Caturbhuja: 
[Radha'’s pride has come down.The bower is dark. Krsna has arrived. 
At the instance of Radha the lady companions moved out of the bower. 
Krsna, the God with four arms (accepts her anger. abuse, finding of 
faults and other complaints without being apprehensive, ashamed, 
resorting to falsehood and surrenders at her feet by applying all 
tactics of appeasing her) is fascinated in finding Radha alone. Skilfully 
using his charming and loving words He cunningly convinces and 
wins her over in such a manner that the canto goes under the name 
Catura-caturbhuja.] 
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Then in the evening while the fair faced woman, who in harsh anger 
was unable to heave high and kept bashfully looking at the face of her 
friend; Hari approached her and spoke gushing words with joy. [V-51] 


vadasi yadi kidcidapi gita (Astapad?)-XIX: 

O’ my dear one of good manners! Give up your indefinite anger towards 
me. Now the fire of love burns my mind. Let me drink honey from the 
lotus-like face of yours. 

If you speak a little, the bright teeth, like moon-light, dispels the 
dense darkness of fear. May your moon-like face cause the cakora-like 
eyes to long for the intoxicating nectar from your lower lip. [pada-1] 

O' lovely woman with beautiful teeth! If you are really angry with 
me, then (as punishment) strike me with your glances as sharp as arrows, 
bind me with your embrace and bite my lower lip with teeth by the kiss 
to derive pleasure through the same. [pada-2} 

You are my ornament. You are my life. You are the precious gem in 
this ocean-like world. 

To make you always compliant to me, I put a lot of effort with all ny 
heart. [padea-3) 

O' slender lady! Your blue lotus-like eyes now bear the appearance 
of red lotus. It will be proper for you to apply them as arrows of Cupid 
and enamour this dark man (Krsna and God of Love both). [pada-4] 

Let the row of gems glitter on your pitcher-like breasts and beautify 
the region of your heart. May the (jingling) girdle around your tight hips 
proclaim the command of love. [pada-5] 

O’ soft-spoken lady! Your feet that defeat the lotus on land in softness 
and redness, glow beautifully for their position in my heart at the time of 
sexual pleasure. Tell me to glisten them with shining juicy lac. [pada-61 

Kindly place your lovely tender foot on my head as an ornament to 
encounter the poison of love. Let it dispel the symptoms of burning fire 
of cruel Madana (who maddens one in love) in me. [pada-?] 

Let these fine flattering words issued in respect of Radha by the 
enemy of Mura (the ego) and depicted in a very sharp effective style by 
the Poet Jayacdeva, the husband of Padmavati, be victorious. [pada-8] 

O’ my dear frightened in apprehension! Put aside your doubts about 
me. By your firm and heavy breasts and hips you have overcome my 
heart. There is no place for others to enter inside, except the God of Love 
without a body. 

Now, O’ my lady-love! do whatever necessary before you embrace 


to begin with. [V-52] 
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O’ attractive and infatuated (mugdhda) one! Administer punishment 
on me with the cruel biting of your teeth, fastening tight with creeper- 
like arms through embrace causing pain by pressing your hard close- 
breasts. O’ angry (candi) one! May you alone derive pleasure (with such 
punishment) but let not my life quit because of cutting asunder of the 
arrows of the damn wicked God of Love (equipped with five arrows and 
thus known as paricabdna). [V-531 

O’ slender woman! Your unnecessary silence pains me. O’ young 
lady! Please dwell upon the fifth (musical) note (as of a cuckoo) while 
you talk sweetly. Casting your glances cast away my suffering and do 
please me. O’ beautiful woman! abandon your disinclination (towards 
me) but not me. O’ beautiful and simple lady! Your most amiable beloved 
is present here before you by himself. [V-541] 

O’ candi! Your lower lip is (red and glistening) like bandhuka 
(Pentapetes Phoenicia) flower, the cheeks look pale-white like madhuka 
(Bassia Latifolia) flowers, the shining eyes emancipating the beauty of 
the blue water lily (nila nalina i.e. Nelumbium Speciosum), the nose 
in shape occupies the position of sesame (Sesamum Indicum) flower 
and the teeth are white like jasmine (Jasminum Multiflorum) flower. 
Puspayudha (with the five flowers as his weapon), the God of Love 
conquers the world by serving your face (resembling five flowers as 
mentioned above) [V-55] 

Your eyes languid with passion are Maddlasd, face shining like the 
moon is Indulatd, the movement fascinating people is Manorama and the 
thighs in shape surpass Rambha, the plantains. Full of art is your love-play. 

The eyebrows are beautiful like drawn lines of a picture. O slender 
woman! You, endowed with heavenly beauty, are indeed on earth (in 
Prithvi, here the metre). [V-56] 

Thus ends the Tenth Canto, called Catura-caturbhuja, of Jayadeva’s 
Gitagovinda. 


Then begins the Eleventh Canto: Sananda-Govinda: 
[Krsna has been able to appease Radha. She too, forgetting all the miseries, 
has beaten the drum for sexual fight. Govind (meaning, to derive sensual 
pleasure) in nuptial mood is also extremely happy. Hence follows the 
name Sananda-govinda.} 

Kesava having pleased the doe-eyed for long with supplication, when 
got himself dressed and went to the bed in the arbour; a maid companion 
told Radha, who was without fatigue, beautifully dressed and shining in 
the blinding darkness of the evening as follows. [V-57] 
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viracita catu vacanaracanam gita (Astapadi)-XX: 

O’ Beautiful and innocent (mugdha) Radhika (meaning, Radha in 
miniature form. i.e. O’ Radha!) You must make yourself small by giving 
up your pride and self-conceit in order to win over Krsna and His divine 
love.)! Follow Madhu-mathana (the crusher of demon Madhu and 
squeezer of honey from tender flower-like ladies), the obedient one 
(who follows you too). 

He has said beautiful flattering words and Himself fallen at your feet. 
Now He has gone to sleep on the nuptial bed near the asSoka-bower, the 
kunja. (bada-1] 

O’ lady laid with the burden of heavy breasts and buttocks! You 
are a little slow in your movement. Tinkling your gem-studded anklets, 
approach him slowly and gracefully like a mardala (swan). [pada-2] 

Listen to the very charming (call of flute) sound of Sri Krsna (known 
as Madhuripu, not only because he kills the demon Madhu, but also 
because he prevails over the sweet and enchanting atmosphere of the 
Spring by fulfilling the desires to the fullest satisfaction and thus defeating 
the God of Love, enchanting for the young ladies and enjoy the emotion 
of love with the cuckoos which sing the glory (or announce the rule) of 
the God of Love with five flowers as arrows on his bow. [bada-3] 

O’ karabhoru (the lady whose thighs resemble the back of the fore- 
arm or the trunk of a young elephant)! The mass of creepers with their 
moving tender leaves in the wind, as if waving their hands, urging you to 
proceed without delay. [pbada-4] 

You (if do not believe my words) ask your pitcher-like breasts with 
a beautiful necklace like the stream of water (as flows on the mountain), 
which are throbbing with the waves of love, as if asking to be hugged by 
Hari. [pada-5] 

O’ lady in anger (cand)! All the friends know that your body is 
also ready for the love battle. You without bashfulness and with passion 
proceed to him on a rendezvous with your girdles jingling and sounding 
like a battle-drum. [pada-6] 

You go to Hari playfully with the help of a friend leading by holding 
your hands, which with nails look beautiful like the arrows of the God of 
Love. With the jingling sound of your bracelets, you inform him of your 
approach for the battle of love. [pbada-71 

Let this song of Sri-Jayadeva be for good, like a woman’s necklace, 
adorning the throats of people whose minds do rest on Hari. [pbada-8] 

O’ my dear friend! She will come, look at me, talk about matters 
of love, get to love by hugging my entire body and then gratify by 
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cohabitation—with these thoughts in his mind; your beloved looks for 
you, trembles, bristles, rejoices, sweats and faints (without getting you) 
in the darkness of the arbour. [V-58] 

O' friend! The darkness in the arbour as if embraces every limb of 
the cunning passionate beautiful-eyed women in haste under a nice 
blue-cloak on rendezvous—putting collyrium on the eyes, a bunch of 
tapincha (flowers of tamala) on the ears, a garland of blue lotuses 
around the head, various designs as decoration of the breasts with 
musk. [V-59) 

The darkness of the night gets deepened with the blackness of the 
tamdla-leaves. It stands as a touch-stone (black in colour) to test the 
gold of love of the women, as bright as the KaS$mir-women, looking still 
brighter because of the row of gems on them at the time of rendezvous 
with their lovers. [V-60] 

Having seen Hari at the door of the bower, shining with the glaze of 
the jewels in his pearl necklace, central locket, golden girdle, anklet and 
bracelet; Radha being bashful, a companion told her: [V-61] 


manjutara-kunjatala-kelisadane gita (Astapad?)-XXI: 
O' Radha! Go into the bower and be close to Madhava. 

O' my dear! Being impetuous with smiling face, play up amorously 
there on the beautiful ground of the bower, a pleasure-house. [pada-1] 

O' my dear! You are beautiful with the necklace moving to and fro on 
your pitcher-like robust breasts. Play upon the bed, excellently prepared 
with the fresh and tender leaves of usoka. |Pada-2} 

O' my dear! Your body is as tender as flowers. Go in to the fine bed- 
room made of flowers and play up. [Pada-3] 

O’ my dear! You are proficient in the fine art of singing amorous 
songs. Go into the playhouse, cool and scented with the gentle breeze 
and play up. [pada-4)] 

O' my dear! You are indolent with your corpulent buttocks. Go gladly 
into the thick bower covered with new leaves of many creepers. [pada-5) 

O' my dear! You are emotionally passionate. Go into the bower 
filled with the humming of honey-bees delighted in the spring season. 
{pada-6] 

O’ my dear! Your teeth are beautifully set like the seeds of the 
pomegranate fruit. Go into the bower resonant with very sweet songs of 
the cuckoos. [pada-7] 

This song composed for the happiness in the society of Padmavati and 
by Jayadeva, the king of poets, may bestow bliss on hundreds. [padea-8] 
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O’ Radha! Krsna keeping you ever in his mind, is very much wearied 
and greatly inflamed by love. He now wishes to drink your bimha-like 
lower lip facing trouble because of nectar (liked by all) in it. You adorn 
his lap for some time. He is sold out on the wealth of your playful knitting 
of the eyebrows. 

Why do you then feel ashamed about one who worships your lotus- 
feet like a purchased slave ? [V-62] 

She, with fear and joy, quickly looking towards Govinda: entered 
into the pleasure-house with the jingling of lovely anklets. [V-63] 


radhavadanavilokanavikasitavividhavikara gita 
(Astapad?)- XXII: 

She (Radha) looked upon the face of Krsna, under the spell of great joy 
giving vent to amorous desires. (For her) Hari was the only flavour of 
love, only desired object of love and fascination. 

At the sight of Radha's face, there were expressions of various 
symptoms of love in Krsna like the ocean which rises high at the sight of 
the lunar disc. [pada-1] 

He wore a long necklace of pure pearls upon his chest, which looked 
like the non-stop flow of Yamuna crested with masses of foam. [pada-2} 

His dark and tender body covered with yellow thin robe looked like 
the blue lotus having its root encircled with yellow veils. [pada-3] 

His pleasure in passionate love was produced by the face through 
its quivering sidelong glances like a pool in autumn, where a pair of 
wagtails play on an open lotus. [pada-4] 

The kuncdala (earrings). put to increase the lusture of his lotus-like 
face, clazzle themselves in beauty like the radiant Sun. His lower lip 
delighted with his charming smile increases the greediness for sexual- 
pleasure in increasing intensity. [pada-5]) 

His hair decorated with flowers looks like the clouds decorated with 
the moon-beams scattered on them and the sandal mark on his dark fore- 
head looks like a lunar circle rising in darkness. [petde-6] 

His body becomes prickly with the thrill of joy excited for the pleasure 
of love-play and looks beautiful with radiating rays of the ornaments 
studded with gems. [pacdea-7) 

The song of Sri-Jayadeva has doubled His treasure of beauty. By 
placing Him in your heart for good bow to Hari who is the essence of all 
the virtues. [pacda-8] 

The eyes of Radha with fickle pupils projecting an intense desire to 


glance at Kr$na, went beyond their corners, elongated up to the ears and 
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tired, fell on Him and (as the person who falls gets up immediately in 
shame and looks around to know, if anybody has seen them falling) then 
became tremulous. Radha was drenched with the tears of joy which looked 
like sweat rolling down from the eyes. This is because of the hard labour 
the eyes devoted to see the lord shedding a flood of tears. {V-64] 

When the friends knowingly went outside the play-house with their 
meaningful smiles concealed by hands in the pretext of scratching their 
mouths; Radha, the doe-eyed woman, proceeding to his bed under the 
sway of love, when looking at him found that he was also looking for her 
being lovestricken; then her embarrassment went away. [V-65] 

Thus ends the Eleventh Canto, called Sananda-govinda, of Jayadeva's 
Gitagovinda. 


Then begins the Twelfth Canto: Suprita-Pitambara 
[Krsna, for his yellow: garments known as Pitdambara is ‘very much 
pleased at the end. for his success in winning over Radha, the lady-love 
for which this canto is rightly called Suprita-Pitambara. After long eager 
awaiting and suffering from pangs of love, there is final consummation 
of love in this canto. Krsna treats Radha with utmost love and serves 
her every wish with delight like a handmaid.The absolute egolessness 
and total surrender of the Lord, the eternal lover to his beloved devotee 
indicates rather the strong traits of Tantricism to control or have a strong 
hold over one's Sakti or the ‘Goddess of love and devotion’ than its 
influence on the so called Sahajiyd's treating god as a slave of slaves, 
quite contrary to the conducts of vaisnava dharma. Here, it may be 
recalled that Bagald, one of the ten mahavidyas in Sakta-tantra, is very 
well known as Pitdmbard with reins in her hand as symbol of enormous 
controlling power to keep the opposite overpowered and spellbound. It 
is also significant that recitation of the Gitagovinda in ecstasy is seen in 
the cakra-pija of vamdacdara practice in Tantra-worship.) 

When her friends were away, Hari spoke to Radha who now smiles 
passionately with thrills on her lower lip indicating overpowering 
intentions of love and casting her eyes constantly upon the bed made of 
flowers and tender leaves. [V-66} 


‘kisSalayaSsayanatale kuru kamini 
carananalinavinivesSam’ gita (Astapad?)- XXII: 

O'’ Radhika (worshipper)! Now at this opportune moment betake yourself 
to the beseeching Narayana (ayanam, the final resort of nardnam all the 
human beings in general and of nardndam ladies in particular). 
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O' my dear Kamini (affectionate lady with lust)! Lay your lotus-like 
feet on the bed of new leaves (pallava, meaning having l/ava-a little 
grandeur of pat, the feet) by which the bed (envious of you and vying 
with you) may get a defeat from your decorated tender feet. [pbada-1] 

You have come a long way (and must be feeling very much tired). 1 
shall serve your feet (pressing together and stroking gently) with my lotus- 
like hands. Please let me (be allowed to) be on your bed like your anklets 
(by putting them aside), which are as heroic as I in following you. [bada-2] 

Kindly speak words of nectar trickling down from the moon-like face 
of yours. Let me take out the upper garment covering the breasts which 
stands as an obstruction and does separate us. [bada-3] 

To extinguish the heat of love, kindly place your pitcher-like breasts 
on my chest as they are horripilated with passion and inaccessible but 
ready for the embrace of the lover. [bada-4)] 

O' conceited lady (Bhamini)! Please make the nectar from your lower 
lip available to your slave and save him, whose mind is fixed upon you 
and dying with a body consumed by the fire of separation being devoid 
of the pleasure of love-play. [pbada-5] 

O'my dear with a face like the moon! Please let your bejewelled 
girdle as good as your charming voice ring (while at the reverse erotic 
play) into my ears and cause a relaxation to my ears vexed by the songs 
of cuckoos since long. [pada-6] 

Now your eyes, embarrassed due to futile anger, cease to look at me 
as if closed in shame. Kindly give up your anger and sexual frustration. 
[pada-7] 

The song of Sri-Jayacdeva depicting at every step the delight of the 
enemy of Madhu (the sweet Spring and its God of Love too) may produce 
an appreciation of emotion of the charming love pleasure in the minds of 
the persons of cultivated taste. [bada-8] 

The horripilation at the time of close embrace, winking while playfully 
looking with purpose, the pleasant talk while drinking nectar trom the 
lower lip and the attainment of excess bliss in the art of erotic warfare; 
though considered to be hindrances wonderfully so happened to agreeably 
cause the beginning of sexual union of both the lovers. [V-67] 

Oh! Paradoxical indeed is the way of love, in as much as the lover 
having been held firmly in between the arms under control, pressed by 
the heavy breasts, pierced by the nails, bitten on the lower lip by the 
teeth, hurt by the slope of the hip and bent through dragging the hair 
down by the hands and captivated by the drinking, of honey trom her 


lower lip; obtained indescribable satisfaction. [V-G8} 
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At the beginning of the battle of love-play (requiring both to be 
active, but the lady) to win over her lover, she courageously got upon 
him and undertook an adventure in haste so that the surface of her hips 
got numb, the creeper-like arms loosened, the breasts shaken and the 
eves closed. 

How canthe pleasure be derived in displaying the sentiment of heroism 
as natural with men in the sexual intercourse, be possible in perfect manner 
with women in reverse (since it needs a man positively active Dut not only 
manly action of a woman reversely in love-play)? [V-69] 

Her breasts were pink marked by nails, sleepy eyes were reddish, 
the redness trom the lower lip was washed out, hair dishevelled and its 
garland fallen and the cord of girdle and the clothes were loosened. The 
mind of the lover was impaired on seeing in the morning these amazing 


scenes made by the arrows of the Love God. [V-70] 


kuru yadunandana candanaS$iSiratarena karena 
payodhare gita (Astapad?)- XXIV: 
She told Yadunandana, the joy of her heart: 

O° Yadunandana! Do decorate with your hand as cold as sandal, a 
design of leaves with the help of musk on my breasts resembling full 
pots of auspisciousness kept ready for the festival of mindborn God of 
Love. [pada-1) 

O’ my dear! Decorate my eyes with collyrium (through its sidelong 
glances as if) releasing the arrows of the God of Love, generating an 
impression of a swarm of black-bees because of its darkness as they have 
been bereft of collyrium by your kisses. [pada-2} 

O' Subhavesa (well dressed one)! Put a pair of kividala (earrings) 
on both my ears. which look like snares of love and stand on the way of 
expansion of sidelong glances of my eyes as good as deer (in movement 
and innocence). (As a result, the snares then having caught the Rroideda 
for ever, would never be able to catch my eyes). [pada-3) 

My glossy curling hair for long appears to be a swarm of bees on 
my spotless lotus-like face. Kindly fasten them in a pleasing manner. 
[pacda-4] 

O’ kamaldnana (with a face like the lotus)! Now the sweating has 
ceased and hence put a beautiful mark with the essence of the musk like 
a lunar spot on my forehead which would look like the moon. [padea-5) 

O' mdanada (dispeller of high opinion of oneself in arrogance)! With 
flowers do decorate my beautful braid as luxuriant as the peacock’s tail 


(being dishevelled in love-play, as flowers have dropped down) and a 


252 


Digitized by srujanika@gmail.com 


Gitagovinda in Translation 


bushy tail of camara (Bos Griunniens) reckoned as a royal insignia of the 
Love God. ([pada-6} 

O’ subhdasaya (One with good intention)! Put ornaments, clothes and 
bejewelled girdle on my wide hips which are firm and beautiful like the 
dwelling cave of the elephant of love. [pada-7} 

(O’ devoted readers!) Kindly have your heart adorned with this song 
of Sri-Jayadeva which will dispel the fever of the world and impurity of 
Kali as it is made of nectar for remembering the feet of Hari. [pada-8)] 

Do create clesigns of leaves on my breasts, decorate my cheeks, put 
the girdle on my hips, adorn my head and hair with garland, put bracelets 
on my hands and anklets on my feet. And all these were carried out with 
pleasure by Pitdmbara, the yellow-robed one. [V-71] 

The skill in the arts of music (gandharva), the concentration of the 
Vaisnaveas, the discrimination of the truth of erotics which is diaplayed in 
the poems of all that can be easily understood by the wise people from 
Sri-Gitagovinda of the scholar and poet Jayadeva, whose soul has Krsna 
as the only object of veneration. [V-72] 

As long as the words of Jayadeva bestow the essence of erotic 
emotion—O’ Madhvika (locally known in Odia as madi, a sweet 
liquor distilled from the flowers of Madhuka-tree)! your idea of being 
sweet holds no good. O’ Sarkarda (a rock candy locally called Scakara 
in Odia)! you are hard (like a piece of pebble). O’ draksa (grape)! no 
one will look at you. O' amrta (nectar, which makes one immortal)! you 
are now dead(nta). O’ Asira (milk)! you are liquid (tasteless) water. O' 
mdakaranda (sweet mango}! you cry (Breaida, as you are no more sweet). 
O’ Rantddhara (sweet lower lip of the beloved)! you go to hell. 

Thus ends the Twelfth Canto, called Suprita-Pitambara, of Jayadeva’s 
Gitagovineda. 

“The singing of this sweet song is an act of piety symbolising a 
cow, the most loving being reared by Govinda. Where there is a cow 
symbolising cfharma, there is Govinda, the God. Each song of this lyric 
has eight stanzas as the cow has eight hoofs or eight steps of piety, viz. 
satya (truthfulness), Sauca (purity), ahinisd (non-violence), anastiyd 
(vithout malice and enviousness), ksama (forbearance), dN rSsanS)yd 
(compussion), akdarpanya (vithout miserliness), savirtogd (contentment). 
Following the above mentioned footsteps the devotees serve Him all the 
eight time-units of a day called prahara OF three hours duration each? by 
songs embellished with prema, sneha, mana, pranaya, raga, anurdga, 
bhava and mahcdbdva in order to get Him. The lyric sung (gia) in praise 


of Govinda (with ‘jaya by Jayadeva at the precinct of Sri-Jaugannatha, 
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the Lord of the Universe, is called the Gitagovinda. It is said that 
Sri-Jagannatha, in the guise of a cow, (having eight hoofs) in all eagerness 
followed Jayadeva to listen to his lyrical poem with twenty-four songs, 
each containing eight stanzas called astapadi. It is, therefore, sung 
everyday before the Lord of the Universe as service pleasing to Him. 
This translation true to the sense and spirit of the Gitagovinda began on 
september 26, 2004 and was casually completed on the bright night of 
Kartika (Rasa)-piirnima, November 25, 2004.] 
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Page 255: 
Hlustration from 
the Dharanidhara 
Gitagovinda 
palmleaf 
manuscript, Orissa 
State Museum. 


Appendix-A 
A Sample Pictorial Description of the Gitagovinda 


Dinanath Pathy 


r ghis illustrated palmleaf manuscript is in the collection of the Orissa 
State Museum bearing catalogue No. Ext. 166. 


Poet-Jayadeva (Sarvangasimdart Tika by Dhananjaya Dharanideva) 

Size-29.5 cm. x 3.7 cm. 

Script-Odia 

Language-Sunskrit 

Date of the copy-17th century (as per museum records) 

Number of folios-72 x 2 (We have followed the numbers written 
with the help of an ink pen on the palmleaf folio from No. 1 
to No. 91) 

Colophon- 

Sanskrit text- Virendrasya Mukunda Sindhunrpate Dirncika 
Vandhornava Trinsenke pratipaditithow Gurudine Kanydgate 
bhdskare Tikdputtalikanvitam Viltkhitam Sri Gitagovindet 
Kavya Charu Dhananjaydksya Dharani Devena pakse site 


Translation 
The best of the Brahamanas, Dhananjaya, has written the commentary 
and etched the illustrations on Thursday, the Ist day of the new moon 
in the month of Kanyd during the 30th azika of King Mukundadeva, the 
best of the heroes. 

Four kings bearing the name Mukundadeva have ascended the 
throne of Odisha Kingdom. 


They are:- 

1. Telanga Mukundadeva (1559 to 1568 aD) 

2 Mukundadeva (1657 to 1688/89 an) 

3: The last independent king Mukundadeva (1795 to 1816 an) 
4 Mukundadeva (1876 to 1926 an) 
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The time of the Telanga Mukundadeva would be too early in 
consideration of the style of the visuals whereas that of two other 
Mukundadevas (3rd and 4th) would be too late, It would be 
proper to ascribe the date of the manuscript to Mukundadeva (2) 
listed above. His 39 anka would be 32 regnal years and the date 
of the manuscript would be 1657 + 32 = 1689 aD, that is in the 
17th century. (19th September 1689 an). The scribe Dhananjaya 
has mentioned that he has done both the tika (commentary) and 
puttalika (the figures or the illustrations). All the illustrations in 
this manuscript are not of uniform style and are not executed by 
a single artist. Certain drawings are so sketchy that they appear 
to be made in the 20th century. These drawings have perhaps 
prompted a few scholars like Joanna Williams and J. P. Das to 
conclude that the illustrations belonged to the 19th century. In 
our considered view, the illustrations of this manuscript have 
been done over a period of time beginning from the 18th century 
upto the 20th century notwithstanding our calculation of the date 
of the manuscript based on the colophon. 


Folio 
la. & 1b. No illustrations 


2a 


2b 


On either side of the leaf two padma mandala are drawn within 
two dark squares separating the script portion with two vertical 
bands. 

Nanda, the best of the cowherds commands Radha to escort Krsna 
home as darkness descends on the forest. Dark sky has been 
suggested with hatching lines at the top frame of the folio. Nanda 
is shown bulky and bearded. The scribe has depicted Radha taller 
than Krsna because it is Radha who has to escort Krsna. The 
sequential composition is suggestive of a forest-scape with cows 
and a deer grazing. The application of red over the bodies of the 
cows, border of Nanda's cloth, Krsna’s girdle and Radha's sari 
border is crude and is perhaps an after thought. 

Radha and Krsna on their way back home get involved in amorous 
love play in a Anja on the bank of the river Yamuna, A pond 
suggestive of the river has been shown with lilies and swans. A 


tiger is resting on the bank of the river (scene from the left). Krsna 


eo 

Hhestration 2b. 
Gitagovinda 
opening scene. 
Nanda, Krsna, 
Radhdi. 
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escorted by Radha returns home. In the first Ari/a Krsna is seen 


engaged in sexual dalliance with Radha. In the second sequence 
also the scene of sexual dalliance is continued, where Krsna kisses 
Radha passionately. In the third Anja, Krsna kisses the breasts 
of Radha, Radha is very much responsive to the love play. While 
presenting the erotic scenes, Radha and Krsna are drawn in the same 
height. The scribe’s attitude in maintaining the differences in height 
of Radha and Krsna in ordinary sequences and drawing them in 
similar heights in sequences of amorous acts is easily discernible. 
3b The full portrait of a scribe resembling a Puri Brahmin writing 
on a palmleaf is painted. This could be Dhananjaya the scribe 
who has written and illustrated the palmleaf manuscript. This is 
wrongly identified as Jayadeva by some scholars because of an 
inscription in Odia attached to the portrait. The portrait is flabby, 
unimpressive and unbecoming of a poetic character. 


4a and 4b No illustrations. 


5a The fish and tortoise incarnations have been shown in zoomorphic 


ଡ forms. In later depictions the first two incarnation figures are shown 
Above: Illustration , I 

3a. Radha and as emerging from the fish and tortoise. Of course these are late 19th 
Krsna in a kunja. century versions which were then adopted by calendar art. 
iusiration 6a. 5b The two incarnation figures of Nrsimha and Varaha presented in a 
Vamana and Bali. square panel are bound by two vertical borders. Nrsirmha is shown 


under a decorative arch. Both the figures have been depicted in 
profile, facing each other. Varaha stands amidst the sea, made dark 
by crisscross lines. Nrsimha tears open the belly of Hiranaksyapa- 
The demon is clad in stitched garments and sports a trimmed beard. 


6a Vamana is shown in two sequences. In the first, he resembles a 
priest of Puri Jagannatha temple holding a palmleaf umbrella. In 
the second sequence Visnu is painted along with Bali depicted as 
a tiny figure. 
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7a 


7b 


8a 


8b 


9u 


9b 
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ParaSurama is drawn with a long beard, 
wearing stitched garments holding a 
bow in the left hand and an axe in the 
right, with a quiver, shield and sword 
tied to the waist. A severed head of 
Sahasrarjuna is placed on the right 
side on an altar and another head of a 
ksatriya on the altar on the left. 

Rama stands in heroic attitude with his bow stretched, carrying 
a quiver full of arrows on his back. He wears an embroidered skirt 
and a paldsa flower in his matted locks. Ravana lies dead before 
him. The heads of Ravana have been depicted as if stacked one 
above the other vertically. 


Balarama is shown with a moustached face. He is portrayed holding 
a musala in his raised left hand. Buddha has been conceived as a 
Hindu sage with flowing matted locks falling on either side of his 
shoulders. The sage is shown in three-quarter face with a beard and 
a rosary around the neck. He wears a red loincloth and sits cross- 
legged on a lotus. Kalki is shown riding a galloping horse holding a 
drawn up sword. He resembles a soldier in a Mughal army. 

No illustration 


The illustrations of Laksminarayana. Laksmi is painted tiny on the 
lap of Narayana. 

Surya Narayana (Dinamani) is seen inside the mandala which 
is in the form of a wooden chariot with a single wheel. In the 
Kaliyadalana on the right side of the leaf ndaga-kanyds with scales 
on their torsoes stand in water. 


In the picturisation of Girigovardhana, Krsna lifts « bow shaped 
group of hills and blows a singd (horn). The two cowherd boys, 
one wearing a skirt and the other a cfhoti, are supporting the hill 
with the help of their sticks. 

Narayana is killing Madhu in two pictorial 
sequences. The demon Madhu is dressed 
in stitched and striped garments and 
sports a pointed and trimmed beard. 
Narayana has a long plait. In another 
illustration on the same leaf Rama and 
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Above: fllustration 
Gb. Rama shooting 
a deadly aro at 
Rdavana. 


Hhestration Sh. 
Keiliyadalana. 
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Ravana are engaged in a duel riding their respective chariots each 
drawn by a single horse. 


10a A vivid depiction of spring season. A forest full of tall tapering 
trees drawn in harmony with the standing figures. The trees are 
stencilled out from a brick-red background. Colours have been 
applied liberally to this illustration giving the impression of a 
miniature paper painting. A monkey in a playful mood is seen 
climbing up a tree. The pictorial renderings are naturalistic. 

A tiger lies waiting at the foot of the trees, its body seems 
fixed to the trunks. The whole scene gives the impression of an 
abhaydranya where wild animals and human beings fearlessly 
roam together. 

10h Madhava in the form of Narayana with conventional dytdha 
is seated in padmdsana with Radha under a niche. In another 
illustration Radha probably speaks her heart to a parrot. 


11a Radha and Krsna are inside the kiwija. The kunja has been 
improvised by entwining creepers. A square black path is etched 
for a pond where one sees two swimming fishes, a goose and 
two lotuses with their stalks going deep into the water. A ceer is 
resting on the bank. Two sak/ti dance with Krsna who is dressed 
up in a skirt made of leaves. He has a plait dangling on his back. 
Our of the two female dancers, one has a plait and the other a 
chignon. They are wearing skirts with choli and blouse. In another 
sequence Radha lowers a bough and casts a passionate glance at 
Krsna. An arched Arija is seen empty nearby. 

11b No. illustrations. 


° 12a The scene of an pavanea with a large variety of flowering trees 
Hlstration 11a planted with a uniform symmetry. On the right of the leaf is a 
Krsna dancing i 7 9 n ace ates 
idrhMeiclhias Sikh triarched Arrija resembling a temple niche. Krsna, Radha and Lalita 
in a kunja. dressed in skirts dance together. Krsna'’s skirt is made of green 
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leaves. A peacock, a mongoose, a cdleer and a wild cock enjoy the 
rhythm of dance in the garden. 
12b No illustration. 


13a Krsna entreats Lalita. Lalita lowers a creeper and presses it under 
her foot probably to pluck a flower. The surface treatment of 
the foliages leaves a blank space in the leaf to accommodate the 
figures of Krsna and Lalita. Little touches of light yellow and red 
lines have been painted on the illustrations. 

13b No illustrations. 


14a Krsna in the midst of gopi performs rasakrida in the forest of 
Kadamba. The sakhi are shown in various dance sequences on 
either side of Krsna. On the left side of the leaf, Lalita points out 
to Radha, Krsna's rasakridda with the gopi and other maidens. She 
pulls Radha to her side and raises her accusing finger at Krsna. 
Krsna stands head above the group of dancers. Six dancers. three 
on either side of Krsna form an almost symmetric dance pattern. 

14b Landscape with two hillocks set in between palm and asoka trees. A 
tiger sits majestically on the peak of the tirst hillock and a bear is seen 
sniffing in between the hillocks. Birds perch on the trees. A snake 
emerges from its hole, The hillocks have been rendered with small 
conical shapes and have been suggested with parallel wavy lines. 


15 Radha and Krsna are in close embrace. Krsna holds a yellow 
flower. On the right corner of the leaf Krsna is seated and Ridha 
stands close to him with hands crossed over her breast. 

15h No illustrations. 


[1 
163 Radha with her head covered with a veil is presented before Krspa.  Hilustnation 4b. 
Perhaps Lalita whispers into Krsoa's ears Radha's desire and hee 2cscape with 
= ue tiger and other 
intention of coming. In another sequence Radha and Krsna are interesting flora 
cind fen. 


seen engaged in intercourse. 
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16l> Radha and Krsna dance dressed up in skirts. Both of them have 
long plaits. Three companions watch them dance and enjoy 
the sequence. 

17a Rdsanrtya is enacted again. Krsna dances with four gopi. He is 
drawn taller than the group of dancers. The dancers form a well- 
knit circle, a mandala, with their hands intertwined. 

17b The union of Radha and Krsna. Radha and Krsna are seen in five 
pictorial sequences twice in open rectangular spaces and thrice 
under arched kunja. The middle niche contains the love making 
sequence of Radha and Krsna. Radha reclines against a pillow. The 
dark. fleshy and well groomed body of Krsna lies atop the yellow 
complexioned Radha. The treatment of costumes of Ridha and 


Krsna in these sequences show various patterns. 


18a Radha and Lalita are inside the Ainija which has a half circled 
opening against a rectangular space, studded with flowers, 
creepers and other decorative foliages. 

18h No illustrations. 


19a and 19b No illustrations. 


20a Radha is seen with her companions inside the kunja. The kunja 
look like arched Jali windows often found in Mughal architecture. 
These jdli also remind us of foliated tapestry. 

20b No illustrations. 


21a and 21b No illustrations. 
22a and 22b No illustrations. 
23a and 23b No illustrations. 


24a Radha and her companion enjoy the beauty of the garden from 
inside the kunja. The kurija is set with flower creepers and the 
background is done with criss-cross hatched lines, to heighten the 
effect of the flowers. A pond with lotuses and two inverted fishes is 
inscribed. Steps have also been provided on both sides of the pond 
meant as bathing ghedt. The trees on the banks of the pond are 
smaller. Inside the garden a monkey, a deer and a bear are seen. 

24b No illustrations. 
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Krsna is in a dejected mood resting his bent head on his hands 
inside the kroija. His plait hangs down on the back with a red 
flower dangling at the end. A pond with fishes is seen at the 
right extreme. 

Six gop are engaged in dance. They expect the arrival of Krsna. 
Krsna stands underneath a Ardija on the right corner of the leaf 
waiting for the arrival of Ridha. The trees are set against a patch of 
dark clouds drawn with criss-cross lines. 


On the right extreme corner of the leaf inside a Aroija, Dati and 
Krsna anxiously keep waiting for the arrival of Ridha. 
No illustrations. 


Krsna sits waiting inside a kraija. 
Hlustrations with similar theme continue. 


Single illustration of ua deer beneath a tree on the right extreme comer 
of the leaf. There is a foliated vertical border on the right extreme. 
No illustrations. 


Krsna sits on a lotus mandala inside a kreija. Lalita with folded 
hands brings some message from his beloved Radha. The garden 
is seen with long tapering trees of palms and nuts. Trees spaced 
symmetrically stand against a background crowded with flower 
droppings which look like a tapestry. River Yamuna with fishes 
and lotuses is visible through the trees. 

No illustrations. 


Rédadha in ciraha inside a manidapa pining for the love of Krsna. 
Moonlit night is suggested with a round moon against a square 
patch of dark sky studded with stars. The artist has tried to make 


the moon look natural with dark patches on its surface. 


1 

Hlustration 25b. 
Krsna awaiting 
Redd ’s armival 
cand gopi dancing. 
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30h Two sequences of Radha in varying moods are illustrated on the 


leaf. On the left, Radha in viraha beats her breast in frustration 
and in the second sequence she gathers her patience and tries to 
spread the hed of flowers hoping for the arrival of Krsna. 


31a Radha in her intense longing paints the picture of Krsna in kasturi 
visualising him as Kandarpa. The god of love holds a mango 
blossom and his attending crocodile (Makara) is painted under 
the pedestal. After painting Krsna as Kandarpa, she prostrates in 
front of the picture. 

31b No illustrations. 


32a Radha with her companions sits inside a mandapa. The mandapa 
has been conceived like a wooden vimana used in spring festival 
procession in Odisha. Pendants are seen hanging from the ceiling 
of the vimana. 

32b Radha and Krsna are seated inside the mandapa. She is in 
remorse, her hand against her cheek. Krsna sits reclining against 
a round pillow. 


33a Radha waits anxiously. Her figure is set at the left hand corner of 
the leaf. 

33b Radha rests majestically against a pillow. In the next sequence 
Lala offers a cup of honey to Radha. 


34a Radha waits eagerly ina mandapa. This sequence is repeated again 
in another mandapa painted nearby. The treatment of bangles 
with bright touches of yellow in-between black lines suggests the 
glittering effect and breaks Radha’s monotony of waiting. 

34b Radha is in a dejected mood. In one sequence she sits with her 


o : A 
Illustration 30h. face cast downward resting on the bed and in another sequence 
Radha in viraha. reclines on a pillow, face upward. These two sequences are 
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under two arches with pendants hanging from the ceiling. In 


between these two arched kurijas, Lalita is seen standing in a 
pensive mood. 


35a and 35b No illustrations. 


36a 


36b 


37a 


37b 


38a 


38b 


Radha waits for Krsna in a kridamandapa. An empty bed is seen 
on the floor. Radha reclines against the bed. Her longings could be 
read from her face. 

Radha is projected on a mandapa on the right extreme corner of 
the leaf. 


Krsna waits for Radha inside the arbour shown in two sequences. In 
the first illustration, he sits on a bed reclining against a pillow. In the 
second illustration on a padmamandala with both hands supported 
against the chin gazing intently for the arrival of Radha. 

There are three illustrations for the three sequences. Inside the 
arched arbours the sequences take place, Krsna sits dejected and 
Lalita stands close by. By the side of the kruija a pond is etched. 
In the middle, Radha stands in viraha probably waiting tor the 
message from Lalita. In the right extreme illustration, Radha sits 
dejected and Lalita tries to communicate Krsna’s entreaties and 
convince Ridha to surrender to his love. 


Krsna in viraha sits depressed inside a Aurija with coconut trees 
on both sides. The presence of an ow! is suggestive of the night. 
Portions of the dark sky are seen on both sides of the kunja. 

Dominating the scene stands a wooden meandeapa with a three 
tiered pidhd roof, and carved pillars. An empty bed is placed on 
the left. Krsna in viraha rests his head on his knees. In another 
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sequence, while Krsna so sits inside a kruvija Radha sleeps on the 
ground dejected. 


39a In the first sequence, Krsna plays his flute beneath a kadamba 
tree. In the next sequence he waits anxiously in the kunja on the 
bank of the river Yamuna. He spreads a bed of tender leaves. 

39b The scenes of gardens on both the banks of the river Yamuna. On 
the right bank, Krsna anxiously waits for the arrival of Radha. The 
illustration is divided into two sequences by a vertical plain band. 
On the left Radha’s companions persuade her to proceed to the 
kunja which is on the other side of the river. 

The borders of Radha's sari are brightly painted with yellow. 

The river is shown in the fashion of a pond with fishes, An elephant 
with a well modelled body is shown to accentuate the feeling of 
a forest. 


40a Radha and Lalita are engaged in conversation inside the arbour. 
The arbour is set with beautiful creeper motifs, running into a type 
of decorative panel design. Lalita is wearing a red sari. 

40b No illustrations. 


41a Krsna waits anxiously inside the kuija in a dejected mood. He 
then spreads a bed of flowers and stands outside and watches 
Radha's arrival. 

41b Radha and Lalita are conversing inside the garden. The background 
of the scene is treated with trees. A line bordering the figures 
depicts a novel way of rendering a composition. 


© 

illustration 39. 42a Radha is in abhimana. Dati supplicates her in favour of Krsna. On 
Sakhi entreat i "i ¢ Es 

nadia Srv the right extreme corner of the folio Krsna is painted. 

Krsna. 42b A scene of a pavilion with a man and a woman making love in a 
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garden at night. They first embrace each other and then engage 
in coition. The man holds the plait of the woman in the ardour of 
passion. This illustration presumably serves to quicken the longing 
of Radha and Krsna. The dark background has been shown with 
criss-cross hatched lines. Red, lemon yellow and black colours are 


used by the painter. 


43a Krsna is inside a wooden mandapa. The mancdapa is devoid of 
pillars and is set atop a pidhd roof. Massive graphic motifs have 
been used in the decoration of the mandapa. On the right, Radha 
is painted with her companions. 

43b The mandapa is with trifoil cusped arches crowned at the top with 
a pidhd roof. The roof of the mandapa forms a concave shape 
instead of straight slantings. Radha sits in abhimdana. In another 
sequence of the scene on the right side of the leaf Radha beats 
her breast in frustration. She then reclines on a bed. Lalita, her 
confidante, stands nearby. 


bn 
x 
= 


Dark night is depicted with a dark patch. An expectant Radha 
awaits the arrival of her lover. In another sequence Radha, the 
vdaskasajjd ndayika has spread a bed of flowers for Krsna and is 
seated on the floor inside the mandapa waiting for the arrival of 
Krsna. Krsna did not arrive. She passed the entire night waiting 
for him. To suggest this unfulfilled desire, the dark background 
otherwise suggestive of Krsna has been removed by the painter. 
44b No illustrations. 


45a and 45b No illustrations. 


46a Radha, the virahautkanthita ndyikd sits dejected inside a garden. 
Quite unconcerned about her mental condition, monkeys are seen 
playing, one pulling a branch and the other climbing a tree. The 
night is deepening and the moon rises on the right corner against 
a patch of square sky dotted with stars. A dark patch is noticed on 
the surface of the moon. 

460b Radha is painted in four sequences inside flower arbours 
(A reading from the left is given.) She puts on an anklet on the 
left leg in the first sequence. In the second sequence she awaits 
the arrival of Krsna. Here the tree looks prominent being set 


against a durk sky. In the third sequence Radha is spreading a 
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hed of leaves for her lover. In the fourth sequence she spends 


anxious moments. 


Radha is in remorse inside a kréija set with thick foliage. The mood 
is one of remorse and cdepression. 
No. illustrations. 


Radha and Lalita in conversation beneath a tree. 
No illustrations. 


Radha and Lalita in the scene. Radha points at the moon enquiring 
from Lalita the time of the arrival of Krsna. The artist always paints 
the round moon against a rectangular patch of dark cloud dotted 
with stars. Inside the moon. a motif is shown perhaps to suggest 
its dark patch. The moon heightens Riadha’s expectations which 
are riddled with ifs and buts symbolised by the dark patches. It is 
already time for the rendezvous, Krsna does not turn up. 

Finally making Radha elated, Krsna has arrived. Radha engages 
with him in love play. Viparita rati, lovemaking in reverse posture, 
is depicted. They are shown engaged in the act of lovemaking in 
two sequences inside the kinjas. 


After enjoying themselves Radha and Krsna roam in the garden 
and play pranks on each other. Krsna dresses Radha, puts a garland 
around her neck, fits a bangle on Radha's wrist. The branches of 
the trees from either side form two arches. In the first sequence 
Radha wears a green sari and changes it to a yellow one in the 
second sequence obviously after the love play. In the centre is 
a potted plant. Below is the river Yamuna, the bank shown in a 
straight line with fishes as if woven in a tie and dye sari border. 
The illustration is filled with romance. 

Radha and Krsna are on the bank of the river Yamuna in a jubilant 
mood. Yamuna is depicted as a black patch with swimming [ish 
motifs. In the first sequence Krsna paints a tilaka on Riadha'’s 
forehead, in the second sequence tucks a garland of peatedi Howers. 


Sla 


51b 
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These sequences justify that the lovemaking is over and it is time for 
Radha to return back. Her dressing up is a sequel to her return. 


Radha is in no mood to go home but wants to indulge in love 
dalliance. Krsna invites Radha for another bout of enjoyment by 
pulling her to his side. Radha to show mock resistance holds on to 
a tree. The tree in fan-shaped foliage is painted red. Squirrels run 
over its trunk. Subsequently she is won over, Krsna now massages 
Radha's feet in a mood of supplication. 

Radha and Krsna in union on the left side of the leaf. On the 
right, Radha with her companion narrates her amorous exploits 
with Krsna. 


52a and 52b No illustrations. 


53a 


53b 


54a 
54b 


Radha reprimands Krsna for his betrayals. Krsna appeals to Radha 
with bended knees and folded hands. A cock is painted to indicate 
the end of the night. Krsna probably could not enjoy the love of Ridha 
for the entire night. At daybreak, unfortunately it is time to leave. 
Radha sits near a pond, perhaps worships the Sun God and offers 
water. Ducks and other aquatic birds are seen frolicking in the 
water. One can also come across lotuses. 


No illustrations. 

The tension benveen Ridha und Krsna continues. Radha 
reprimands Krsna pointing her finger at him. Krsna wearing a 
green dhoti stands like a culprit inside an arched pavilion. 


55a and 55b No. illustrations, 


56a 


56b 


57 


57b 


Radha and Dati are standing together. Radha is in abhimecdnea inside 
the ktunja having a pidhda roof. 
No illustrations. 


Radha wears a green sari and reclines 
against a pillow on the bed and listens 
to Lalita’s narration. Radha in a carefree 
mood lifts her left leg and places it on her 
right stretched leg crossing at the Knees. 
No illustrations. 
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58a Radha is in abhimana. Krsna appears before her, seated with 
folded hands. Duti stands complacent at a distance with her 
right hand against her cheek. Krsna wears a dhoti with parallel 
horizontal dark stripes. The architecture has been twisted to suit 
the composition. The middle pillars which should have supported 
the arch are missing. Krsna has a long plait. Radha looks older 
than Krsna. 

S8b No illustrations. 


59a Radhi and Krsna are in a kiunja. 
59D No illustrations. 


60a and 60b No illustrations. 
61a and 61b No. illustrations. 


62a Radha reclines on a round pillow with her bent head resting on 
her hands. Her companion tries to convince her of Krsna’s genuine 
love, Krsna waits anxiously inside another foliated ktrija on the 
right side of the leaf. In between the trees, a peacock is painted. 
62b No. illustrations. 


63a Radha and Lalita are inside a kurnija. Radha relaxes against a 
pillow. Her hands support her head. Her breasts are exposed 
with dark nipples. Lalita explains a point. The trees are laden 
with foliages and red flowers against a dark background rendered 
with hatched pattern. 

63b No illustrations. 


64a Krsna is in abhimana shown in three sequences. Scenes take place 
inside the kurija improvised with tree motifs. All the Riija are half 
circular. In the first kurija Krsna kneels down with anxiety, in the 
second sequence he stands dejected. In the third krenija he reclines 
over a pillow with downcast face. 

64b No illustrations. 


65a No illustrations. 

65b Krsna waits expectantly sitting with a lotus bud in his hand to 
make a presentation to Radha. Radha and Lalita are seen outside 
the kurnja. The drawings are more sketchy and incomplete and 
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do not seem to be the work of the same hand that has done 
the other illustrations. The lines are comparatively bolder 
and the details are not precise, though the quality of scribing 
of the letters in the text portion remains constant. The vague 
impressions of the stylus in addition to the final line suggest the 
work of an untrained hand. This perhaps is the work of a novice 
under training either of the scribe or of some person other than 


the illustrator. 
66a and 66b No illustrations. 
67a and 67b No illustrations. 


68a Radha is in a bridal attire with a heavy veil covering her face. She 
is being escorted by Duti. They both wear saris with vertical bands 
and similar motifs. Krsna wearing a long plait hanging at his back 
sits inside the Avija waiting for the arrival of Radha. A coconut 
tree is standing at the side of the kiwija. The flowers of the kiunja 
are painted yellow. 

68h No illustrations. 


69a The meeting scene of Radha and Krsna in the kuija having a half 
circled arch fashioned with the help of creepers. Three women 
attendants keep a watch on the kunja from outside. Krsna is 
wearing a pitamvara with star motifs. Radha wears a green sari. 


69b No illustrations. 


70a Radha and Krsna are inside the Aroija. The above sequence 
continues. The ktoija is a decorated half circled arch having 
geometric motifs. 


70b No illustrations. 


71a Radha and Krsna are making love on a bed of flowers inside two 
arched Arrnjas. In the first krrija two pillars are shown and in the 


second, a perfume sprayer is placed by the bedside. 


72a Radha and Krsna engaged in coition. Four different erotic 
postures are clepicted inside four kraija. In the first BAreija Krsna, 
his hair tied in a bun, is engaged in sexual dalliance. In the 


second Aroija, the body of Radha is painted yellow. In the third 
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kunja, Krsna is holding the plait of Radha in a flush of passion, 
In the fourth kurija Radha and Krsna are engaged in passionate 
lovemaking in standing postures. This kinja has charming 
foliated arches. 

72h The scenes of coition are repeated in three more sequences, In 
the second and third sequences viparita rati is depicted, like in 
the preceding leaf. Radha is painted yellow in the second kunja 


against a Terre Verde green Krsna. The third sequence is almost an 
extended posture of the second. 


73g Radha and Krsna are painted inside the kunja. 
73b Radha requests Krsna to dress her up after the sexual dalliance. 


74a The illustration is on the right hand corner. Radha and Krsna are 
seen inside the krvija. Radha reclines on a pillow. 
74b No illustrations. 


75a Radha and Krsna shown in romantic moods in four sequences. 
(a) Radha sits on the lap of Krsna. Her garments drop down from 
her body. Krsna holds Radha firmly by her waist and fondles 
her cheeks. 
(b) Radha and Krsna are seated on a bed. Krsna puts his hands 
around Radha'’s neck. 
(c) Radha and Krsna are seated on a cot. Krsna puts a mark of 
vermilion on Radha's forehead. 
(d) Same scene continues. 
75b Same sequences continue and are shown with the help of four 
illustrations. 
(a) Krsna puts an ornament on Radha's plait. 
(b) Radha completely naked is seated on Krsna's lap. 
(c) Krsna unclothes Radha (This sequence should have preceded 
the former motif). 
(d) Krsna adorns Radha's head with ornaments. In painting, the 
sequence is to be read from right to left. 


76a Radha and Krsna are inside the Aurija (left side of the leaf is 


oe broken). Krsna is massaging the foot of Radha. 
Hlustration 72b. 76b No. illustrations. 
Krsna and Radha 
in amoruvus 
pursuit. 77a and 77b No illustrations. 
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78a Radha and Krsna inside a Arija. Radha holds a bunch of flowers. 
Krsna wears a Mughal turban; on the right side is seen an erotic 
posture of Radha and Krsna. A lamp is lighted inside the kunja. 

78h Radha reclines against a pillow inside a garden. A round moon is 
suggested in the sky. On the right side of the leaf Radha is fanning 
Krsna drawn inside a pidha pavilion. He looks like a Mughal hero. 
These illustrations do not belong to this manuscript. No script on 


either side. The illustrations are sketchy and seem to be of a later 
date in comparison to the other drawings. 


79a Mdlava Rdga-Scene of a dance hall (sangitasala). Four women 
dancers, two wearing skirts and the other two saris are participating 
in the performance. A dancer is dancing, the second is playing on 
a mrdariga. She is wearing a choli with breast medallion, the third 
yellow complexioned dancer is wearing a skirt and a red choli. The 
fourth is clapping the cymbals. On the right extreme a ndyaka with 
Terre Verde green complexion and Nayikd yellow complexioned 
are seen in close embrace. Ndayaka is kissing the lips of the Naika. 

79b Mallara Rdga-A sage wearing a loincloth, matted locks, long beard, 
rosary around the neck. carries an axe on his right shoulder. 
KaSyapa Rdga-Depiction of a war scene. Kasyapa riding a 
galloping horse meets the attack of spear from a foorsoldier. From 
either side, soldiers charge at one another. 
Vasanta Rdga-A young man feeds a cuckoo with a mango shoot. 
Desdkhya Réaga-A wrestler practises gymnastics inside an dkhada. 
A club (mucdgara) is placed below. 
Vangdla Réga-The illustration of a bare bodied young man 


weuring a red cfhoti. 


80u  Garri Rdga-A yellow complexioned Ndyiked wearing a red sari 
feeds a parrot perched on the branch of a tree. [ 
aS ‘ | ¥ : Imdis canada HMustration 7%. 
Kdameoda Rdga-A hermit sits cross-legged in padmedsanaon tn alt cee FG Tait 


holding a rosary by the side of « pond with lotuses and fishes. hall. 
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80h  Dhandasi Rcdga-A dark complexioned Ndyika writing a love letter 
on a tablet. 
Malcasika Rdga-Ndyika with orange complexion, beating her 
body with a lotus. 
Gaudi Rdaga-Golden complexioned Nd yikda worshipping Kandarpa 
and Rati. Rati sits on the lap of Kandarpa. 


8la Kukubha Rdga-A Ndyikd clad in yellow sari, in a disturbed state 
of mind moves here and there in response to the call of the 
cuckoo. Two cuckoos are seen perched on both the trees on 
either side. 
Kodava Rdga-The Nayikda is sitting on the lap of her husband 
inside a wooden pavilion. The husband fondles her cheeks. 

81b Gandharva Rdaga-A sddhuw with a beard and long matted locks 
flowing on either side of his shoulder is seated in padmdasana 
inside a flower kunrija bedecked with red flowers. 
Sri Hindola Raéga-There are three swings suspended from three 
pillars. In the middle, Hindola, swing, a dark complexioned man 
is sitting. The swing is being pushed by two ladies. 


82a Todi Rdga-A damsel is seated on an altar wearing a red sari 
with star motifs. Her body is not painted, she wears her hair 
in a long plait and is feeding a deer with tender leaves. Two 
trees have been painted in the background. The background is 
not painted. 
Varadi Rdga-A Ndyaka is seated inside a pavilion, reclining 
against a pillow, resting his hands on right knee, left hand 
crossed over the right. He has a moustache, beard and a benti. 
A yellow complexioned Nayikda wearing a red sari with black 
stripes on the warp with a benti is waving a chdamara. Her feet are 
not visible. 
82h Karndta Rdga-A king is seated on a lotus pedestal with a dagger 
in his right hand. Four attendants stand before him with folded 
hands. Two from the right corner are dressed in Mughal fashion 
with kurt, skirt, turban and the other two are wearing c/hotis upto 
the knee and kiritas on their heads. 
Malava Rdga-A yellow complexioned woman is seated in 
pedmdasana inside a pavilion. Another woman is standing in front 
of her with a fly whisk wearing a green sari. That woman too is 


yellow complexioned. 
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83a Patta manjari or Padmanjari Rdga-A woman wearing a green sari is 
seated on a wooden pedestal with a downcast face. Another woman. 
perhaps an attendant, is seated on a low pidha (stool) waving a fan. 
Veldvali Rdga-A dark complexioned woman wearing a yellow sari 
is planning to go on an assignation. 
Gundakiri Raga-A Terre Verde complexioned woman under an 
arched pavilion. 

83h  Gurjari Rdga-A yellow complexioned Ndyikda wearing a black sari 
is seated! on a bed of flowers flanked by two trees. She is playing 
a vind. 
Hemaruci Rdga-The Nayika is sleeping with her face downwards. 
A man, yellow complexioned, is seated in virdsana holding a bow 
and arrow under an arched pavilion. The pillars of the pavilion 
have Raft masks as capitals. 


84a Tankuna Rdga-The daughter of the king of Gandharvas is on 
her way to meet her husband. She is yellow complexioned and is 
wearing a green sari with a red border. Her husband is sitting in a 
majestic pose on a dlivan resting his arms on a round pillow. 
Khamucdvati Rdaga-She is worshipping Brahma and waving 
a flywhisk. 

84b Madhukari Rdga-The scene of viparita rati is presented. The 
yellow complexioned woman, completely naked, is seen mounted 
on her husband. The man has stretched his left leg and raised 
his right while reclining on a round pillow inside an arched 
wooden mandapa. 
Natya or Nata Rdga-One hermit with a long beard and matted 
locks is playing on a vind reclining against a pillow. A young man 
of Terre Verde green complexion holds a viid underneath an 


arched mandapa. 


85a Devakiri Rdga-A yellow complexioned ANdyika holds a range 
flower in the right hand which rests around the neck of a man 
who is reclining against a round pillow on a bed under an 
arched pavilion. 
Ledita Rdga-A woman is sitting naked on a high couch. Her sari 
is falling down. She is trying to cover her breasts with her lett 
hand while in the right hand she is holding her plait. A yellow 
complexioned Ndyaka wearing a red dhoti with black stripes 


is in a dejected mood. Only the left side pillars of the pavilion 
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® are shown. On the right side is a tree with a cock standing 
Illustration 85b. close by. 

Loving Submission. p R 

Nelsecke and 8B5b Himakiri Raga-The golden complexioned woman wearing a dark 
ndyika. Terre Verde sari is plucking flowers. She has a long plait with 


red tassels. She is holding the right hand of the companion. The 
companion is wearing a light green sari. Two potted plants have 
been placed on either side of these figures. 

Ramakiri Raga-The scene is inside an arched pavilion. The Ndayaka 
is prostrating before a Nayikga. The Nayika, yellow complexioned, 
is wearing a black sari. The woman is sitting with folded knees, 
placing her hands over the knees. 


86a No iillustration. 
Bhairavi Raga-A woman worships the Sivalingam in a dipadandi 
inside the pond. Water is shown dark with hatched lines. Cranes 
and other aquatic birds perch for fish. 
Motakiri Rdga-A woman makes a garland of flowers sitting inside 
a green kunja. She is wearing a green sari. 
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Appendix-B 
Archaeological Remains at Kenduli 
Dinanath Pathy and Bijaya Kumar Rath 


Hl resent Kenduli (Kendubilva of Jayadeva's time) consisting 
pD- three hamlets-Kenduli Sasana, Kenduli Deuli and Upara 
: Sahi-is located at about 22 kms. from Bhubaneswar when one 
approaches through Balianta. This place can also be reached through 
Phulnakhara and Kantapada traversing a distance of about 40 kms 
from Bhubaneswar. 

Kenduli, the birthplace of the great poet Jayadeva belonging to 
the 12th century AD, is very rich in antiquarian remains dating from 
pre-Jayadeva period. Several mounds in the village yield pottery of 
red ware, black and grey ware belonging to the 9th-10th century Ab. 
sculptures pertaining to Jainism, Buddhism and Brahmanism are 
found here dating back to a period between the 9th century and 13th 
century ab. The renovated Candi temple of the 10th century aD, the 


later Nrsimha Temple enshrining earlier sculptures and the ruins of the 


Ruins of Trimdali 
matha at Kendeli. 
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Trimali Matha constitute the standing monuments of the place. A copper 
plate charter, the largest copper plate charter from Odisha available 
so far, of the Ganga King Nrsimhadeva IV (ap 1378-1414) and a 
stone inscription of the 11th century have been discovered from 
this village. 

Amongst the Brahmanical sculptures of this place 


one finds images of Visnu, Laksmi-Nrsimha, Laksmi- 
Narayana, Gopinatha, Candi (Manasa) and Bhairava which 
indicate a strong Vaishnava and Sakta influence in the area before and 


© after Jayadeva. This rich cultural heritage is evidently reflected in the 

A spouted Gitagovinda, the immortal creation of the poet Jayadeva. 

terracotta ressel id ¢ ¥ pr he 

collected from The original Registration deed mentioning Kenduli Sasana and other 

ନା ୨ neighbouring villages and the Patta, the revenue records, mentioning 
enn’ A A 4 

(Collection, Kenduli Deuli and Kenduli Sasana are annexed at pp. 279-285. 


Dinanath Pathy). 
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e Registration Deed of 7th April 1926 mentions village Kendidi Sasana, Praganda. Kothadesa. 
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@ Rogistrarion Deed of 7th April 1926 mentions village Kenduli Sasana, Pragand, Kothadesd. 
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© Registration Deed of 3rd page) of 30th June 1914 mentions village Cara Ndln. 


281 


Digitized by srujanika@gmail.com 


Gitagovinda and Odisha 


ˆ Admigersr- ମା a | KS 
HAM SoS 
ଧ a oth ht i l ) ଓ 
| B95, uJlyle 7 Ph y ର 
No, 23 tee malts to ob 
4 
ta Op Cz ଆ tn 


AC ] କ୍ର ଶମ ଏ < 
ନମି ଭ୍‌ଠର ନ ବ୍ଦ i unhee 5 ୮ 
ମରିବୃଷୁଷ୍ବୂୁଷ-/ [ne ଦମ୍‌ | ଆ 
pO ଷ୍ଲ୍ୟ ଶ୍ଷ୍ୟ୍ୟ-| ୧“ ES ଛନ 
KN ବୃଶ୍୍‌ ବୁଶ୍‌ ୍ଷରଷ୍ୟ ବିଦ୍ର ଷ୍‌ ନ ଷ୍‌ ଅତି 
ର୍ଷ ୟୁରଷ୍ଧିଲ 0୩ \ ଚଉଣରର୍ଷ୍‌ ଭୁି ବନ Sg 
ମ୍ବ ଷ୍କ ଧ୍ ଶ୍ର a ଣ୍‌ ଏ ଣ୍‌ » ଖଣ୍ଡା  ବର୍ବ- - 
¬ : 4 ¢ ul 
ଵିଶ୍ଵ ଓ ଲର୍‌ ୦ ମହ୍‌ ପଲ ବ୍ୟ ଏ ଏ ବଷ୍ଧବ ଏ ରବ- 


ଭୃ ଧମ୍‌ ଦର ଖୁବ 


` ୍୩ମଷି୍ଧତ୍ ORIEN} NN ଏ କା 

ଞ୍ ADD ଡତର୍ଞ୍୍୍ରୃ ˆ ଏ 
ର ଲୟ ବହିବ ନ୍ଥ ର ନ ଳି 
ଏ 94 ୍ଞଞ୍‌ ଲବ. ତ ବହିଧଦ୍ଡମାଣ ବହି ଟର ତଡ଼ି 


ନ ନ ଡ଼ ହମ୍‌ ସ୍କ 7 & re 

PE 
ହନୁ ୭୬ ୪୪4୨ ଏ ଖଧଷିତ୍ର Ho ନ 
ଣା Cଣ. 0.7୧୩ ବ୍ୟ୍‌ ରୟ ¢ ଗା ଥମ 


© Registration Deed of (3rd page) of 30th June 1914 mentions village Upara Sahi. 
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© Patta (Revenue record) of Ist January 192 "8 mentions the village names “4 
Sdhi and Kenduli Dewi. 


283 


Digitized by srujanika@gmail.com 


Gi ତ RIE 


ଉସୃଥା@ 
ଏ 
tuk O PF) 
ସ୍ଵ "ନ 
oc eff 


© ୧୬୪ ଆନ୍‌ସଙଂ 


₹* । ଯୁତାଇଁ ନା, 


l 
¢ { ଅକାଳ ରମ୍ଲ୍‌। "2 | 2 ( ସର୍‌ 1 


Gitagorinda and Odisha 


x 1—r ees 


= | 7) ` 
a ର ଜିଥାସି ଭ@4 
ve. # | } i 
2 9510) ବମ ନ 


ର୍ନ Se 


ଭହହ ଚୟ 4 କଡ K ନ୍ଯବ୍୍ଷଦି। ଭଜ୍ ଜାନ ୨4୩୭ 
ବଦ ବା ୬: ଅଲ ବା ଭରଅହ ହସର ! 
ଚତ ୭ସ୍ଭ 


po 


HY EDs. 


wୁି ନ ୧ ମୁଦି ୩ ନ QPP POP <; NP1GE6NM. 


ଘର ଚାହ, ଜର (| 74 ^ PRE) 
ପଦ ବାସପ୍ରଳ । se 
* ! ପଇଲଭ ଇସ। --- { 8 amet) 


ନକଲ ହସେହ୍‌ ଡା & Ann ଚମାଃ 3 
oN ଅଚଳ oo ନ । 7 ଣ୍‌ 
ବଦଲ ସେଟ . | 8 6 ଏ ହୋଃ ୫୮ ଠୁ (ଡ଼ ag arp sig ASO ogo 
- ଇଭିର୍‌ କବର୍‌ଶ । 
9 । ଖତ r | 0a ¢ ଏ । ଇଚଛ। | ME 
ମ୍ଭ: ବର । | ଭୋ ୯ * | ନଲୁବୟ | 
୨୫୭ | ଛାଡହ e jn ” i 


ee 


dist ri 


127,007.08 


|! ns ~~ np 


GJP (L. R.) PO No? T6606 ,00 = = 2-06-28. /4/ wp At Be, ON ro 
PETIT) or $ Lupa Pru pO 
PY Pt 
1 
@ Pad Revenue record) of 20th October 1927 mentions the village names Upara Sahi 
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